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ABSTRACT 

DA YID E. SUTTON 

NEW MEDIA SYMBIOSIS: AN ANALYSIS AND REMED1A TION OF VOYEURISM 
AS A RHETORICAL TOOL IN AKIRA TORIY AMA'S DRAGON BALL Z. 

MAY 2010 

The purpose of this study is to expand on Jay David Bolter and Richard Grus in' s 

work in Remediation regarding the repurposing of older, successful rhetorical tools and 

technologies for use in newer mediums. The study theorizes the answers to the 

following: Are anirne voyeuristic in nature? Do they utilize an unidentified narrative 

voyeur to show the secret, hidden portions of character lives without the author taking a 

direct level of responsibility for what the audience sees and how they process it? Do the 

films use the voyeuristic position to preserve societal ethics? Do anime works uti I ize the 

voyeur as a tool to reveal secret pieces of information to the audience and increase 

immersion by persuading the audience to watch for signs that signify whether an 

important event has occmTed? 

The study analyzes the remediation of voyeurism into a rhetorical tool used in 

Japanese anime. Analysis focuses on two major rhetorical uses for the tool: to judge 

ethics and to identify semiosis. Analysis begins with a close viewing of three episodes of 

Akira Toriyama's Dragon Ball Zin which three characters commit seppuku to atone for 

improprieties in battle. Using internal soliloquies, observable only by the voyeur, the 

Vlll 



audience is capable of judging the merit of the characters' sacrifices. Analysis continues 

with a close viewing of three episodes of Dragon Ball Z that use the voyeur and semiotics 

to engage the reader in semiosis in order to discover whether the actions of Goku, Gohan, 

and Vegeta, are wo1ihy of heroic praise. 

The study reveals how remediation of the rhetorical voyeur has been used to make 

anime works deeply imrnersive by revealing secret information to the audience that is 

necessary to determine the worthiness of seppuku or the meaning of signs. Furthermore. 

the argument asserts that rhetoric must study the remediated tools of the past to 

understand all of the avai !able means of persuasion. Moreover, anime is a rhetorically 

stimulating medium , ripe with rernediated rhetorical tools to explore. 
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CHAPTER I 

ETHICAL WATCHING: VOYEURISM FOR THE GREATER GOOD 

"Looking has been a theme of special importance in psychoanalysis, .film studies, and 

other modern bodies of theory concerning desire, gender and power. " 

- (Spearing 1993) 

In the 21st century, privacy is something of a myth. From in-home cameras to 

satellite imaging, the realm of the private has been destroyed , and the protective barriers 

that are believed to protect from the gaze of strangers are often little more than self

indulgent illusions. This fact, however, should strike no one as surprising. After al I, 

Western civilization finds much of its literary and historical roots braced and supported 

by acts that are meant to expose that which seeks to remain hidden. 

While rhetorical studies have endeavored to maintain a semblance of evolution 

with current technological innovations and the integration of new media rhetoric into the 

discipline, often times, the older tools and technologies are temporarily forgotten, 

awaiting a moment for rediscovery. In literature, the voyeuristic, ever-watching 

observer 1 is a tool that served a variety of purposes ranging from moral compass to 

authori al escape to revealer of codes and signs. The observer is an important component 

1 James Phelan in Narrative as Rhetoric: Technique, Audience, Ethics, Ideology refers to the voyeur as an 
observer. Therefore, the terms will be used interchangeably throughout thi s study . 
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of rhetorical studies that creates a level of immersion that can no longer be ignored by the 

rhetorical community. 

James Phelan discusses the impact of the voyeur on the rhetorical situation in his 

book, Narrative as Rhetoric. According to Phelan, the role of the observer is something 

that is empirically different from the role of the implied reader of a story. As an actual 

observer of events within the confines of a narrative, the observer is granted a level of 

believability and realism that is non-existent in other mediums. This reliability is largely 

attributed to the illusion that the observer does not merely read the author 's account of 

the events; rather, they feel as though they are viewing the events through their own eyes, 

coming to their own conclusions . 

. . . the narrator tells us what we believe, think, feel , do - while in the 

observer role we evaluate our position in the ideal narrative audience .... In 

taking on that role [the observer], we will always become believers in the 

reality of the fictional world; consequently, much of our emotional 

response to narrative derives from our participation in this role. (Narrative 

as Rhetoric 144-5) 

Phelan is quite literally suggesting that the process of interacting with the rhetorical act as 

an observer grants a level of immersive connection that helps elevate fictional works to 

the level of believable. When working within the realm of cinematic discourse, where 

the characters, scenarios, and actions are fully invested in surrealism and imagination, 

having an increased sense of believability helps to elevate the immersive potential of the 
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rhetorical situation greatly; after all, early immersion, as suggested by Aristotle, held that 

playing to the knowledge of the audience by drawing them into the rhetorical situation 

served to increase the likelihood that the available means of persuasion are capable of 

fulfilling their purpose. 

In Japanese anime, an animation style popularized in Japan during the later 

portion of the twentieth century, the voyeuristic leanings of earlier traditions find new 

life. As Carol Ota states in The Relay of Gazes: Representations o.f Culture in the 

Japanese Televisual and Cinematic Experience: " Many of the films address in visual and 

narrative terms the dreams and frustrations of a population preoccupied with a changing 

social landscape, a relentless work ethic , and expectations of consumerism amidst 

economic recession" (Ota 12). The primary purpose of the genre is to entertain the 

masses and grant them an escape from the stress and confusion of the world. Anime 

works are constantly featuring characters who are forced to save the world and/or fight 

each other while encountering personal demons, both mental and physical, that are buried 

within their minds and their souls. The desired end is the preservation of honor, loyalty, 

and society, even if the price of such an end is the destruction of the character's own life. 

Anime takes Phelan's arguments about the simulated, illusionary observer 

position and supplants that imaginary position with one that is real. Though the images 

on the screen are illustrated and edited by external sources, the end product of the 

narrative relies on the audience's willingness to be absorbed within the rhetorical act. 

The result is an experience in which merely having to use the limitations of the author ' s 
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deviant behavior attached directly to sexual desire and sometimes sinful nature. Freud 

states in Three Essays on the Theory of Sexuality, initially published in 1905 with several 

subsequent republications that include several revisions: 

Visual impressions remain the most frequent pathway along which 

libidinal excitation is aroused; indeed, natural selection counts upon the 

accessibility of this pathway ... when it encourages the development of 

beauty in the sexual object. ... On the other hand, this pleasure in looking 

becomes a perversion (a) if it is restricted exclusively to the genitals, or (b) 

if it is connected with the overriding disgust (as in the case of voyeurs or 

people who look on at excretory functions) , or ( c) if, instead of being 

preparatory to the normal sexual aim, it supplants it. (Freud 149-15 7) 

Freud· s definition and understanding of voyeurism is limited to the act of watching with 

genital copulation as a desired goal. Watching is designed and built for the sole purpose, 

for Freud~ to build anticipation, desire, and pathological attachment with a desired target 

in the hope of eventually reaching a point of physical interaction. This definition, though 

unsuitable for many aspects of literary analysis is often thought to be the origin of any 

proper discovery of voyeuristic tendencies. For instance, Dorothy Kelly maintains that 

voyeurism is used often in sexual scenes to represent " the male right to gaze at and to 

possess women (in the plural) in exotic lands" (Kelly 115), the sole purpose being to 

affirm the dominance of the male in society by upholding his right to look beyond and 

through any fabricated barriers. 
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In 1993, A.C. Spearing offers a differing and more acceptable opinion regarding 

the role of the voyeur. Spearing's text, The Medieval Poet as Voyeur: Looking and 

Listening in Medieval Love-Narratives, offers a compelling idea regarding voyeurism's 

place in medieval literary analysis. According to Spearing's text: 

Love is a favourite theme of medieval narrative, yet in Western 

civilization love is a private experience, and one for which, in medieval 

texts especially, secrecy is often regarded as a prerequisite ... Within 

medieval love-narratives, secret observers, concealed from lovers as the 

lovers are from society at large, are frequently represented as responsible 

for exposing private experience to the public gaze; as readers of or 

listeners to such narratives, we too can be made to feel that we are secret 

observers; and, in the later Middle Ages especially, the love-poet is often 

realized as one who looks and tells , himself a secret observer of 

experiences in which he does not participate. (Spearing 1) 

The voyeur, as Spearing explains, is a tool used by the medieval author to explore subject 

matters regarding activities behind the closed door or away from the public's moralistic, 

ethos driven eye. The voyeur is an imaginary character with no name, no identity, and no 

physical form. The voyeur is merely a tool created by the author to circumnavigate the 

moral road that prevents the creator from directly crossing the threshold of secrecy 

themselves; however, the voyeur is much more. The voyeur, as the passage states is a 

tool of immediacy, providing the audience with a sense of participation in the voyeuristic 
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activity and a direct connection to the rhetorical act while granting the author and 

audience freedom from the responsibility of being the direct observer. 

Redefining Voyeurism 

Before presenting the questions of this study, a definition of the term voyeurism 

for this study must be established, and to do that, I will explore several pieces of 

scholarship and literature to form and illustrate the functionality of the definition. While 

voyeurism was essentially used as a tool to maintain a distinct separation between the 

author and the immoral deeds that the audience wanted to "see" in a piece of literature, it 

was also used for a far more divine purpose. 

fn many literary works, Japanese anime included, justice is also a very popular 

theme. The literary to poi of the Middle Ages often focused on the exposure of immoral 

acts and the appropriate punishment of deviant behavior. In order for the audience to 

pass judgment on the mortality of characters in a story where the characters are controlled 

by the author, the voyeur must display a level of detachment that encourages believability 

in the validity of the arguments being made and trustworthiness that the information will 

be devoid of personal interest. James Phelan says: 

narrativity encourages two main activities: observing and judging. The 

authorial audience perceives the characters as external to themselves and 

as distinct from their implied authors, and the authorial audience passes 

interpretive and ethical judgments on them, their situations, and their 
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choices. The audience's observer role is what makes the judgment role 

possible, and the particular judgments are integral to our emotional 

response as well as our desires about future events .... Thus, from the 

rhetorical perspective, narrativity involves the interaction of two kinds of 

change: that experienced by the characters and that experienced by the 

audience in its developing responses to the characters' changes. 

(Experiencing Fiction 7) 

To properl y immerse the audience into a narrative work, they must feel involved in the 

process to such a degree that it is difficult for them to separate reality from fiction; thus , 

the voyeur (observer in narratology terms) is used as a major rhetorical tool because it 

provides the audience with a level of involvement and detail that directly includes the 

audience in the rhetorical situation; moreover, it requires the author to create a voice of 

detachment within a narrative that fosters the required belief in the voyeur ' s 

independence. 

An example of this purpose for the voyeur may be seen in one of the more 

popular western medieval texts, The Lais of Marie de France. Marie de France is 

considered one of the most exquisite authors of the medieval era. John Fowles spends the 

greater r art of the introduction to his translation applauding her ability to deviate from 

traditional narrative style when deviation was not viewed to be favorable. Her Lais are a 

series of short stories with imbedded messages regarding proper behavior and decorum, 

as it should be practiced and maintained by the citizens of Christendom. Though little to 
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nothing is known about Marie's life or education, her works are filled with such focus on 

morality that they rely, almost exclusively, on the voyeur as an engine for telling the 

story. 

In "Equitan," one of her better-known lais, Marie begins the story by invoking the 

second of the aforementioned modes for escaping moral liability for the story: 

Most noble barons 

Were those Bretons of Brittany. 

In the old days they were accustomed, out of bravery~ 

Courtliness, and nobility, 

To create lais from the adventures they heard, 

Adventures that had befallen all sorts of people; 

They did this as a memorial , 

So that men should not forget them. 

They made one that I heard-

It should never be forgotten-

About Equitan, a most courtly man, 

The lord ofNauns, a magistrate and king. (1-12) 

In the ninth line, Marie invokes the unknown source as a method to absolve herself of the 

responsibility of viewing the acts of the title character and passing judgment and 

punislunent on the same said target. By crediting the story to an unknown third party, she 

is passing the blame for everything in the work to her voyeuristic muse. 
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The story, while mild compared to the stories of the 21 st century, details the 

sinful/adulterous desires of Equitan and how these desires lead to the downfall of a rich 

and powerful king. Equitan was a man of great power and prominence who possessed far 

more than any commoner could ever want or hope to obtain. Within his kingdom, there 

was a noble, righteous seneschal who served the king nobly. This seneschal took a wife 

that Marie describes as "of fine breeding, I with an attractive form and figure" (61). In 

fact Marie spends nearly ten lines of the poem discussing the beauty and grace of this 

young wife, through whom, as Marie warns: " great harm later came to the land" (61 ). 

Equitan became aware of this woman~ s beauty through the words of his subjects 

and began sending her letters and presents to express his desire to be hers and his 

willingness to do anything to have her for his very own. After speaking with her and 

expressing his desires , he became so completely devoted to having her as his own that 

absence from her brought him great sorrow and pain. The pain became so great that he 

was forced to resort to begging for her love and adoration. 

You be the lord and I' ll be the servant-

you be the proud one and I' 11 be the beggar! 

The king pleaded with her, begged her so often for mercy, 

That she promised him her love and granted him possession of her body. 

(175-180) 

Within this secret exchanging of vows and promises, the voyeur reveals to the audience 

that not only has the king been reduced to a weak-willed man due to his lecherous desires 
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for his vassal's wife, the wife has consented to the desires of the king and willfully 

consented to an adulterous relationship with him, a relationship that according to the lais 

remained secret for a very long time. 

Later in the story, the wife, hearing of the kingdom' s disappointment in the king 's 

failure to find a bride, due (unbeknownst to anyone but the voyeur and the audience) to 

his interactions with the seneschal 's wife, decides that if she does not find a way to be 

with the king permanentl y, she will likely lose him to another woman when he is done 

having fun with her. Thus , she pl ots with the king, behind doors sealed to everyone, save 

the voyeur and the audience, to kill her husband. The plan is rather ingenious: the king 

will go hunting with the seneschal for the afternoon, and when they return, there will be 

two baths drawn for their use. The trick is that the knight's bath will be heated to such a 

degree that instant contact will kill the vassal before he can even realize it. Now, the 

adultery is leading to the ultimate sin , murder. 

The plan appears to go off without a hitch. The two men go hunting while the 

lady has the bath drawn and prepares for the deed. When the men return, the king 

proceeds to the seneschal 's room, where the baths are drawn, and proceeds to make love 

to the wife on the seneschal 's bed. The seneschal , who had taken a few moments to walk 

around outside decides to return and through his knocking on the chamber door forces it 

open to reveal his lord and lady cheating on him in his own bed, a fact the voyeur and the 

audience have known all along. Equitan, ashamed of his predicament, jumps feet first 

into the nearest tub, which turns out to be the tub intended for the seneschal. The heated 
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water immediately kills the king. Seeing the death before him, the seneschal quickly 

realizes the plot, grabs his wife, and shoves her head first into the tub where she dies too. 

Marie ends the carnage and story with a simple morale: "he who plans evil for 

another/may have that evil rebound back on him" (309-10). 

Without the voyeuristic vantage point, the audience would not have been aware of 

the actions of Equitan and the lady. They would have been unable to judge the acts as 

they occurred, and it is possible to imagine that they may have been tempted to judge the 

punishment too harsh because the knowledge of the murder plot and the past infidelity 

would be unknown. The voyeur presented the entire act to the audience, allowing the 

_judgment to be viewed as ethically appropriate. Moreover, the entire story was told 

without any risk of punishment to Marie ' s immortal soul due to the invoking of the 

voyeur. 

Similarly, this same phenomenon can be witnessed cross-culturally by examining 

the medieval narratives of Eastern societies. The Taiheiki is a chronicle of medieval 

Japan that contains several stories covering the events and battles of the society. The 

stories were based upon oral narratives of events, personages , gods, dreams, curses, and 

omens of the Japanese people that had been remediated into textual format. 

The virtues they extol are warlike prowess, bravery, loyalty, filial piety, 

family pride, and reverence for gods and buddhas; they are filled with 

descriptions of heroism and cowardice of subtle strategy and foolish 
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blunders in battle, and of the weapons and armor of combatants. (The 

Taiheiki xv) 

The stories, much like their western counterparts, were intended to provide the audience 

with a compelling and willing ability to suspend disbelief while at the same time 

providing a proper picture of how one should live life. "It was also natural that in their 

desire to escape from reality many people believed fervently in the Pure Land Heaven of 

Arnida Budda, into which even the most unworthy could be reborn merely by reciting the 

name of Amida" (xxv). These historical warrior tales were a method to avoid the troubles 

of life, the inability to pursue a life of greatness and worth, and an opportunity to look 

with weary eyes upon a world that is open to change. 

In The Taiheiki, the story of Sakurayama Shiro is told as a testament to the 

Japanese art of seppuku or ritualistic suicide. Though the author is unknown, the stories 

of this collection are believed by the editor and many historians to be oral traditions that 

are manipulated and changed by their various authors until they are written. In the case 

of this work , the author does not invoke the voyeur as Marie does through an obvious 

placement of a person in a hidden location within a chamber of intimacy, but the author 

does make several references that suggest that the speaker of the text was someone other 

than the author. 

When the story opens, Sakurayama Shiro was contemplating a movement of 

action towards several neighboring provinces to continue his successful record in battle. 

As he was preparing for his movement, he received word from a group of unidentified 
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men, who report that Kasagi castle had fallen and Kusunoki, a friend of Sakurayama, had 

committed suicide. Realizing that the defeat of an ally meant that the group responsible, 

the Hojo family , would soon be advancing on his own forces, Shiro's warriors fled for 

their own lives, abandoning their leader and retreating in an act of cowardice. 

Only twenty people, kinsmen, and retainers remained behind to await their 

leader ' s decision. The decision was not easy: "Sakurayama Shiro thought in his heart: 

' Not even a near kinsman can hide me, nor even less may I rely upon a stranger. Rather 

than fall into the hands of men who will expose my corpse ... "' suicide is the only 

answer to this conundrum (92). The Japanese equivalent of the European code of 

chivalry is called Bushido. " Bu-shi-do means literally Military-Knight-Ways" (Nitobe 

2), simply put, Bushido encompasses al I of the actions , deeds, and manners that are 

befitting a noble warrior or samurai. According to Nitobe, the authority on Bushido, the 

code included adherence to many tenets that were similar to the European code of 

chivalry: courage, benevolence, politeness, veracity, honor, duty, self-control, and justice; 

however, the code of the Bushido also involved suicide. Seppuku was an act of last 

resort that would redeem a dishonored individual or uphold and protect the honor of one 

who was already honorable. Since Shiro was viewed in an honorable light by the narrator 

and described as a man who does not have any apparent marks against him, his suicide is 

meant to be an act that will preserve the honor he has earned in life. 

After reaching this conclusion, Shiro leads his wife and son to a nearby shrine 

where he quickly kills each of them before using a dagger to slice open his belly and 
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expose himself and the shrine to final destruction by fire. Seeing this act, each of Shiro' s 

warriors immediately followed with their own acts of seppuku. While the death of Shiro 

and those with him were honorable in the Bushido code, they served an additional 

purpose. Shiro had dedicated his life to the pursuit of honor; he had dedicated himself to 

live a life that was true and just. He had also made a vow to restore the shrine, and he 

fought solely for this goal. With his life shortened by the fall of Kasagi, he risked failing 

to uphold his promise, so he decided that if he were to die, he would do so while 

honoring his promise. 

The text says Shiro ' s final thoughts were that "If we destroy this shrine by fire, 

the court and military can do no other than restore it. Though my body descend to the 

depths of hell , there will be nothing to regret if my vow is accomplished" (92). By 

destroying the dilapidated shrine to the gods, Shiro has guaranteed that his promise to 

restore them to prominence will be fulfilled. Though the opposition is warring against 

Shiro, regardless who the victor is in the greater conflict, the opposing forces will agree 

that the restoration of the destroyed shrine is necessary to restore the place of worship for 

the gods. The old shrine, burned away by a final act of honor, will be removed and a 

new, proper shrine will be erected in its place. 

The story reveals that this action taken by Shiro was honorable for two reasons: 1) 

based upon the actions (signs) of the warriors, the rules of the Bushido culture were 

upheld because the culture believed that there was far more honor to die by one ' s own 

hand than the hand of another, and 2) the fire destroyed a shrine that Shiro had long 
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hoped would be restored to proper appearance. The suicide in the temple and its 

destruction by the fire caused the government to finally repair and restore the temple to 

glory. While Shiro risks his soul by destroying the house of the gods and not directly 

rebuilding the shrine, per his vow, his act was still completed with noble intent and the 

catalyst to the vow being upheld even after his death. The narrator states, "Assuredly 

Sakurayama believed deeply , 'Through my crime in this life I shall meet the savior 

Maitreya in the life to come" (92). Shiro knows that he may not pass to the better place 

within the afte rlife for hi s actions, but he does believe that once the temple is restored and 

hi s ultim ate vow fulfilled, hi s act will be looked upon as one that was noble and worthy 

of forgivene ss and honor. 

Although there is only a suggested direct invoking of the voyeur within thi s text, 

there are several indications that support the conclusion that the tool is used. First, much 

like with Marie de France, the audience is exposed to information and details that are 

retold by a source that could not have been physically present. When the time came for 

the waITiors to stay or flee , only Shiro and twenty of his followers remained; every other 

person fled for their lives. Of these remaining followers, no one survives the seppuku. 

According to the naITator, each person slices open their belly and surrendered themselves 

to the flames set in the temple by Shiro. No one lives. This fact begins the framework of 

establishing the voyeur ' s existence. 

Second, the narrator is privy to far more information than any person would be 

capable of knowin g. Thi s fact is made evident by the language used to describe Shiro's 
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final words: "Wherefore Sakurayama Shiro thought in his heart ... But so it was that he 

burned his body at that shrine, thinking with valorous heart .... Assuredly Sakurayama 

believed deeply . . .. " (92). Each of the actions attributed to his words indicates that the 

conversation was internal. An external, bystander who is witnessing the actions at the 

shrine would be unable to know what Shiro was saying if he was saying the words to 

himself. The only way to have access to the thoughts and feelings , as well as the actions 

taking place at the shrine is to create a third party individual who has an ability to peer 

into the event as it occurred, as well as the mind of the main character. The voyeur, 

though implied , is the perfect candidate for this role, much as the voyeur was also the 

perfect candidate in Marie de France 's work. 

To further support the use of the voyeur as a rhetorical tool in literature , I turn to 

Wayne Booth' s treatment of the voyeur in The Rhetoric qfFicLion , "My subject is the 

technique of non-didactic fiction, viewed as the art of communicating with readers--the 

rhetorical resources available to the writer of epic, novel , or short story as he tries , 

consciously or unconsciously, to impose his fictional world upon the reader" (xiii). For 

Booth, understanding the rhetorical situation as it pertains to literary/narrative analysis 

requires an understanding of the tools/techniques that are available to effectively draw the 

reader into the fictional world and accept its believability. To analyze films , which are 

merely remediated textual narratives, one still must understand the techniques being 

employed to create the rhetorical situation . To date , voyeurism, a very successful 

rhetorical tool for audience immersion, has not been studied completel y within the realm 

17 



of new media studies; there is a perpetual void that exists beyond researching the tool as 

it exists in the written narrative, a void that this project is designed to begin filling. 

Having traced the evolution of voyeurism and several theories regarding its 

purpose and practice in earlier sections of this chapter, I feel that it is necessary to 

formulate a working, evolved definition of voyeurism for use in conjunction with this 

study (see Table 1 ). 

Table I: Voyeuri sm Defined 

• Literary Voyeur - A hidden observer created by the author of the work to witness 

events and details that would cause spiritual and mortal harm to the writer. The 

observer was a method of escape used to mask a desire to maintain the interest of 

the readers. However, within Japanese cultures, the voyeur was used as a tool to 

witness the honorable and dishonorable acts of the warrior class. 

• Narrative Observer/Voyeur - A term used by James Phelan to describe both the 

voyeur and any individual who witnesses the events as told by the voyeur. The 

observer then uses the images to create a simulated sensation of inclusive 

participation. Phelan ' s term often is interchangeable with the term Literary 

Voyeur, yet it presents potential for this discussion and further discussions 

because of its inclusive quality. 
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Table 1 ( continued): Voyeuri sm Defined 

• Rernediated Observer - Japanese anirne uses both the Literary Voyeur and the 

Narrative Observer to create its immersive potentials. The programs use the 

voyeur to present the audience with details and information that is hidden from on 

sc reen characters and unobservant audience members. The program's visual 

delivery persuades the observers to believe that they are active participants in the 

program. 

Voyeurism wi II be defined as a rhetorical tool that is used to grant the audience an ability 

to observe the actions or characte rs and symbols in a novel or on a screen. Moreover, the 

purposes for such viewin g will borrow from both Spearing's and Freud ' s theories: to 

avoid blame, judge mcriL identify symboli c meaning, and sensually connect with the 

Ii terary work. 

Why Stud y the Voyeur as a Rhetorical Tool in Japanese Anime? 

The choice of Japanese anime as the vehicle for a discussion of voyeurism as a 

redefined too l in new media rhetoric stems from a statement regarding the genre in Susan 

J. Napi er's book, AnimeFom Akira to Princess Mononoke . Regarding anime, Napier 

states: 

.Japanese animation merits serious consideration as a narrative art form, 

and not simply for its arresting visual style. Anime is a medium in which 

di stinctive visual elements combine with an array of generic, thematic, and 

phi Josoph ical structures to produce a unique aesthetic world. Often thi s 
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world is more provocative, more tragic, and more highly sexualized ... 

and contains far more complicated story lines than would be the case in 

equivalent American popular cultural offerings. (Animefrom Akira to 

Princess Mononoke 10) 

Overall, Japanese anime has not made a serious case for itself as a genre for academic 

anal ysi s. Save Napier's text and a few sprouting publications over the last three years, 

the arena of anime analysis in the field of media studies has been nearly non-existent. 

Ornwi ng high I y rrom the medieval Japanese tradition of the Bushido or samurai. the 

genre reli es heavily on audience observation to propel various components of the story to 

their destined conclusions . For the more popular programs, the voyeur ' s vantage point 

grants the audience a unique ability to truly watch and indirectly interact with the 

program as the popular theme of redemption is carried to completion or an understanding 

of honor is gained by even the most heinous of beings. 

Rather than engaging in reverse cultural imperialism or in a particularly 

lurid form of spectatorship, anime fans are engaged in a relatively new 

form of spectatorship, that of the committed media fan. The fan ' s 

interaction with the cultural object is deeply engaged, transcending issues 

of national boundaries, content, style, or ideology, and it cannot be 

subsumed under any one-note description. The fact that anime is 

Japanese, or at least non-American product, is certainly important but 

largely because this signifies that anime is a form of media entertainment 
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outside the mainstream, something 'different.' (Anime from Akira to 

Princess Mononoke 242) 

Napier views anime as a very involved form of entertainment/watching that draws the 

fans into a ve ry intimate rhetorical relationship with the story due in large pa1i to a 

willingness to interact directly with the media via visual immersion. By studying the 

genre's utili zation of voyeurism as a rhetorical tool for exploring the ethos of the 

characters within the genre. the effectiveness of voyeurism as a rhetorical tool can be 

di scussed as a remediated, multi-cultural, rhetorical tool. 

To bring the theory of voyeurism, as perceived by Phelan, to the di scussion of 

Japanese anime. one need look no further than Jay David Bolter ' s and Richard Grusin's 

hook. Remediation. Discussing the nature of new media technologies, film s included , the 

pair hui Id on Marshall McLuhan's theory of symbiotic repurposing or remediation. 

Remed iation is essentially the reshaping/repurposing of older technologies into newer 

technologies. Bolter and Grusin define remediation as "the representation of one medium 

in another remediation, and we will argue that remediation is a defining characteristic of 

the new digital media" (Bolter 45). Newer technologies incorporate successful tools 

from earlier technologies in an effort to evolve the tool into something even more 

effective. Specifically, remediation follows three primary tenants: 
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• Remediation as the mediation of mediation. Each act of mediation 

depends on other acts of mediation. Media are continually commenting 

on , reproducing, and replacing each other, and this process is integral to 

media. Media need each other in order to function as media at all. 

• Remediation as the inseparability of mediation and reality. Although 

Baudrillard ' s notion of simulation and simulacra might suggest otherwise, 

all mediations are themselves real. They are as real as artifacts ... in our 

mediated culture. Despite the fact that al I media depend on other media in 

cycles of remediation. our culture sti 11 needs to acknowledge that al I media 

remediate the real. Just as there is no getting rid of mediation, there is no 

getting rid of the real. 

• Remediation as reform. The goal of remediation is to refashion or 

rehabilitate other media. Furthermore, because all mediations are both 

real and mediations of the real, remediation can also be understood as a 

process of reforming reality as well. 

(Bolter 55-6) 

Remediation is a method of repurposing technology for the sole purpose of creating a 

controllable reality in which fictional notions and ideologies are given enough form and 

shape that they appear real. The stories are designed to fool the audience into believing 

that there is at least a thread of validity in what is being said. 
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This idea is explored in relation to rhetorical persuasion by Sergei Eisenstein in 

The Major Film Theories: An Introduction: "The artwork or film becomes a true 

medium. capable of be ing adjusted and modified across which a rhetor ( or filmmaker) 

conveys his ideas w ith as much clarity and power as he is able. The goal of such a 

situation is precisely in the audi ence effect, be it an intellectual or an emotional effect" 

(Eisenste in 69) . Once truth is estab li shed in a medium, people are able to be drawn into 

the rhetorical act w ith greate r accuracy, removing any perceived barriers. In the case of 

telev is ion and many new mediums, tools that were successful for the novel are 

re purposed to make the im ages on the screen interes ting to the viewers. Voyeuri sm is no 

exception ~ as was estab li shed in an earli er sect ion of thi s chapter, voyeuri sm is a tool that 

gra nts the audi ence an ab ility to be pulled into the rhetorical act as a direct observer, 

capable of weighing guilt/ innocence and supporting or chastising judgment. 

When a person watches a television or movie screen, they are watching, 

unbeknownst to the characters on the screen2
, the most intimate and detailed secrets of 

the characters unfold with littl e to no barrier. The voyeur as a rhetorical tool has been 

evo lved to a po int that the audience is not merely an assumed observer; they are, by their 

own choices, an active observer. This immediacy (the feeling that one is a part of the 

rhetorica l act as a direct participant, thereby removing the realization of any barriers 

between subj ect and audience) grants the audience a unique choice that is meant to 

further he lp them decide on the ethical, logical, and emotional successes/failures on the 

2 Thi s explanation ignores reality televi sion where people are quite aware of the fact that they are being 
watc hed. 
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screen. If the audience chooses, they can remove themselves from the role of voyeur by 

simply turning off the program, changing the channel, going to the bathroom, or falling 

as leep. Watching the events unfold is a very conscious decision that the audience must 

make. 

Imagine a tel ev ision is playing; the audience changes the channel just as a couple 

is getting married , and the viewer does not return until the man is being slowly and 

methodically murdered. Would the audience be able to identify why the man was being 

murdered or whether he deserved the fate bestowed upon him? Very likely, the answer 

would be no. By avoiding the role of voyeur/observer, the audience has removed 

themselves from the rhetorical act to such a degree that they lack an ability to be 

immersed in the story enough to fully understand the narrative and complete the 

evaluation of the morality of the characters. Immersion in the story through a compel ling 

observational position helps to ensure the success of the author's primary purpose: the 

audience being entertained and drawn into the story. 

Voyeuri sm traditionally is used as a tool to provide access to something that is 

morally and ethically good/positive or bad/negative. It has been used to draw out the 

demons in the purest of souls by playing to the sexual desires of the user. Rhetorically, 

though, voyeurism is far more than a mere conduit to create a positive or negative change 

in a person; as a rhetorical tool, it is useful as a method for the audience to observe and 

understand the morality of characters and weigh their punishment or lack thereof 

accordingly. creating a truly irnrnersive literary work. Furthermore, the position of the 
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observer presents the audience with a unique opportunity to observe and consider the 

influence of various signs on the rhetorical development of the targeted media. 

Chapter Analysis 

In the fo llowing chapters , this study will establish an argument for the inclusion 

of Japanese anime as a rhetorical artifact that exemplifies the remediation of medieval 

voyeuri sm as a rhetorical tool in new media. Chapter II will establish a historical 

precedence fo r the study of remediated voyeuri sm as a too l in Japanese anime by 

examining the secondary resources that are currentl y ava il abl e. Chapter III will present 

an analysis of three specific events in the popular anime, Dragon Bull Z3
, that utili ze 

audi ence voye uri sm as a rhetorical tool for immersion used to determine the ethical va lue 

of character acti ons. Chapter IV will present analyze another six moments in Dragon 

Boll Z that use the voyeur ' s ability to recogni ze and interpret signs to identify and judge 

the ascension of three characters , Goku, Vegeta, and Gohan, from obscurity or vill ainy to 

hero. Finally, Chapter V will conclude the study by reviewing the di scoveri es made in 

Chapters III and IV, re-establishing the justification for the stud y, and offering 

suggesti ons for future research. 

ln thi s study, [ argue that the remediation of rhetorical techniques is a 

fundamental too l used to create a rhetorically stimulating work ; furthermore, I argue that 

Japanese anime utili zes the tool to create an immersive environment that allows the 

3 Dragon Ball, Dragon Ball z, and all characters are the property of Toe i Animati on Studios and Akira 
Toriyama. Any reg istered trademarks are also the prope1iy of th ese compani es. Due to un~ertainties_ 
regardin g the state of all trademarks, thi s di ssertati on will treat the titl es and characters as li terary art ifacts 
onl y. 
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audience to feel directly connected to the action on the screen to a degree that borders on 

complete immersion, causing the glass screen and the physical reality of disconnection to 

dissipate. 

Research Questions 

The works under consideration are not immediate predecessors to literature. Rather, 

the works are based on contemporary culture, and they are not print. Remediation 

sugges ts that the symbiotic relationship that exists between two works be from one 

medium to the next. To that end, Japanese anime has been selected as a vehicle to 

demonstrate the usefulness of voyeurism as a rhetorical tool that is being utilized and 

manipulated by Japanese anime by answering the following questions of rhetorical 

anal ysis : 

I . Are anirne films voyeuristic in nature? 

2. How is voyeurism utilized as a delivery device that allows the cinematographer to 

show the secret, hidden portions of the characters' lives without taking a direct 

level of responsibility for what the audience sees and how they process? 

3. Do the films use the voyeuristic position to preserve societal ethics, and how are 

the ethics remediated from the society's past? 

4. Do anirne works utilize the voyeuristic vantage point as a tool to reveal secret 

pieces of information to the audience in an effort to increase immersion by 

persuading the audience to watch for signs that signify whether an important 

event has occurred , and how are the signs uniquely visible to the attentive 

audi ence? 
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5. Moreover, does the presence of a voyeuristic observer, as well as the simulated 

feeling that the audience may also be a voyeur afford the audience an ability to 

actively participate in the ethical judgments of the work to such a degree that they 

feel as though decisions of guilt or innocence, or redemption or condemnation are 

theirs to make? 

Methodology 

To answer these questions, I will examine six sagas within the popular Japanese 

anime. Drawm!3all 2. Each anime will be examined for the utilization of the voyeuristic 

observer as previously defined: a rhetorical tool that is used to grant the audience an 

ability to observe the actions of characters and symbols in a novel or on a screen. The 

high point of the voyeur. as defined by Spearing and Phelan, is that the voyeur can know 

and bear witness to knowl edge unknown to the rest of the characters/individuals in the 

work. Moreover, unlike the omniscient point-of-view, which may be thought initially to 

be similar to the observer, the observer offers access to the knowledge and information of 

the character; however, such access is never accompanied by any of the typical third

person pronouns associated with the third-person omniscient position. While it is true 

that both are seemingly all knowing, the narrator ' s presence is not felt within the 

observer ' s perspective. Therefore, the secrets revealed due to the audience's vantage 

point must be considered when discussing the immediacy of the genre (see Table 1 ). 
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Table 2: Saga Justification 

Sagas Justification for Selection 

Saiyan Saga 

Namek Saga 

Fricza Saga 

Cell Saga 

Babidi Saga 

Majin Buu Saga 

The Saiyan Saga includes two acts of ritualistic suicide or 
seppuku, committed by two of the heroes within the anime. 
Using Bushido guidelines, the audience is invited to decide 
whether the suicides are honorable and successful. 
The Namek Saga includes the introduction to the legend of 
the Super Saiyan. After watching Goku fight the Ginyu 
Force, Vegeta delivers an internal soliloquy, witnessed by 
only the narrative observer, and reveals the signs that will 
allow the audience to participate in an act of semiosis. 
The Frieza Saga includes the conclusion of the semiotic 
investigation on the part of the audience. Using the 
information divined by the narrati ve observer, the audience 
is abl e to watch for the signs of the Super Saiyan to appear 
and celebrate once the transformation arri ves . 
The Cell Saga includes the transformation of Go han into a 
Super Saiyan. The yo ung Saiyan is trained by hi s father in 
the art of the transformation; however, through an internal 
so liloquy, visible only to the narrative observer, the 
audience learns the level of mental concentration required to 
create the need to transform. 
The Babidi Saga includes the reversion of one of the seri es 
redeemed villains, Vegeta. Desiring power and superiority 
over Goku, Vegeta allows his mind and body to be 
augmented by Babidi. The audience is given several visual 
signs that indicate that the character has truly changed back 
to his evil ways. 
The Maj in Buu Saga presents Vegeta's redemption for his 
actions throughout the series. After reali z ing that despite 
being manipulated by Babidi 's magic, he still is a good 
person. Sacrificing himself in an act of seppuku, Vegeta 
pays for forgiveness and redemption with his own life. The 
audience, through the narrative observer, witnesses Vegeta 's 
final soliloquy and uses the infonnation revealed to judge 
the merit of his sacrifice. 
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First, borrowing from suggestions made by Susan Napier that Japanese anime is 

largely influenced by historical and cultural past, the characters' actions will first be 

we ighed and judged based upon the Bushido code of honor as detailed by Nitobe. The 

m1d ience is granted access to the observer and the role of observer in an effort to help 

determine whether the act ions on screen represent a sustainment of traditional ethical 

va lues or the destruction of such values. Through so liloquy and visual proof, the 

aud ience is given a substanti al amount of data regarding the characters purpose and level 

of' co mmitment to their ac tions. Only through the observer could the vital secrets of the 

internal so lil oq uy be exp lored and brought to bear on the public act ions. By analyzing 

the rhetoric al acts within the previously mentioned sagas, answers to the proposed 

q ucst ions may be found. 

Second, the anime will be eva luated for its use of symboli sm and semiosis as a 

means of ass isting the voyeuri stic observers in thei r evaluation of the heroic merit of a 

character. From hair changes to letters on the skin , the narrative observer presents the 

audi ence with symbol s that are meant to help the audience determine the worthiness of 

the hero through visual recognition . While the visual components would seem to be 

suffi cient enough to answer the questions regarding voyeurism's place in anime, they are 

not. While the visuals are present, they mean nothing without the secret information 

revealed prior. Again , internal soliloquies when revealed immerse the audience into the 

anime with increased immedi acy. The so liloq ui es provide subtle clues, only revealed to 

the attenti ve aud ience who is carefu ll y watching and li stening to what the voyeuri stic 
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observer reveals. Through an analysis of this practice in action, answers to the preceding 

questions will be revealed. 

Japanese Anime 

For thi s project_ the anime works examined will be used to identi fy how the 

rhetori cal concept of the voyeuri sti c observe r has been repurposed to increase the 

immersive quali ties of the genre. As Chapter II will explain , the decision to focus on 

rc medi ated voyeuri sm in .J apanese anirne stems large ly fro m theori es suggested by Susan 

J. Na pi er in A n;me ji-0111 A k;rn to P,-;ncess Monoke. Nap ier asse rts that Japanese society 

was large ly dependent on pi ctures and images fo r the telling of stories. Visual images 

that the audi ence could view and wa tch as the stori es were told were quite seductive and 

success ful as a medium fo r entertaining and educating. 

Grotesque images of thi s sort we re parti cularl y common in works from the 

so-call ed Bakumatsu ( end of the shogunate) and Meiji periods ( 1868-

19 12), transiti onal epochs when Japan was opened to a tidal wave of 

Western influence at the same time as the culture struggled to preserve its 

traditi ons. (A nime from Akira to Princess Mononoke 21 ) 

Melinda Takeuchi also suggests a connection between the art and culture of class ical 

Japan and even mentions how the pieces produced in the nineteenth century reli ed 

heav il y on remediati on of the old as we ll as representation and creation of the new: 

30 



The depiction of supernatural themes reached an apogee during the 

nineteenth century, an age when artists vied with each other to satisfy the 

public 's quickened appetite for images of the bizarre and the macabre. In 

response to the challenge, illustrators turned back into their cultural past, 

outwards towards the art of other lands, and inwards to the realm of the 

imag inati on. (Takeuchi 5) 

I asse rt that these practi ces of visual observation and remediation, lir1ked to texts by A.C. 

Spea rin g and contemporary narrato logy theory by James Phelan, is remediated within the 

rea lm of .J apanese anime to increase its immersive qualiti es, which Napier attri butes to its 

successful as a narra ti ve medium. 

Furthermore. I theo ri ze that the utili zation of internal and external so liloqui es that 

are observa bl e onl y by the voyeuri sti c observer create an even greater sense of 

immedi acy fo r the genre. Phelan states, in Narrative as Rhetoric: 

In a so lil oquy addressed to the audience, the narratee and the ideal 

narrati ve audi ence will coincide; these rol es will converge with that of the 

narrati vc audience to the extent that the observer can share in the 

assumptions the soliloquist makes about the audience's beliefs, 

knowledge, and va lues. (Narrative as Rhetoric 146) 

The intimacy that is created by the character literally sharing something exclusive ly with 

the audience whether vo luntaril y or invo luntaril y (normally the latter) helps to increase 
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the emotional connection to the character; thereby, often times, helping to cause any 

lingering doubts over the respectability of the character's actions to subside and 

decreasing the need for a nonspecific narrator, leaving that role assumed to belong to the 

audience. Phelan states "the less the narratee is characterized, the greater the coincidence 

between the two'' (Narrative as Rhetoric 146); therefore, granting the audience the role of 

observer helps largely to increase the ability for the viewer to locate commonalities 

between their life and the life of the character(s) being observed. 

Spearing's connection of literary voyeur and Phelan's connection of the narrative 

observer to the morality of the characters being observed suggests the ability to 

intimately know and understand the characters from angles and positions that no others 

can . Thi s perspective grants the audience a unique ability to determine whether the 

characters are adhering to the Bushido or warrior ' s code. Moreover, it increases the 

ability of the audience to recognize signs that are used by the literature to indicate 

whether an individual is a hero or a villain. Due to its popularity in popular culture for 

over seventy years, Japanese anime's alluring structures of rhetorical control warrant 

further study to ensure that the methods employed in its creation can be successfully 

repurposed for the next medium. 
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CHAPTER II 

HISTORICAL RESPONSES TO THE REPURPOSING OF VOYEURISM AS A 

RHETORICAL TOOL OF IMMERSION IN NEW MEDIA THEORY: 

A REVIEW OF LITERATURE 

This chapter reviews scholarly contributions to the discussion of new media 

immersion and voyeurism in Japanese animc. First, the review analyzes in depth the 

passages regarding immersion in Understanding Media as well as relevant critical 

analyses of new media remediation. Next, the review highlights the texts that contributed 

to the success of voyeurism as a rhetorical tool. Finally, the review analyzes 

contemporary theories of voyeurism as an immersive tool. Overall, this review of 

I iterature highlights the fact voyeurism should be studied as a rhetorical tool of 

immersion when analyzing new media works. 

Immersion in McLuhan's Understanding Media 

When performing an analysis focused on new media, one invariably finds a 

source of origination in the works of Marshall McLuhan. If new media analysis were a 

religion, Understandini Media would be the scripture. In his work, McLuhan studies the 

various modes of new media ranging from television and movies to clothing and housing. 

When discussing film and television, Marshall McLuhan states: 
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The close relation, then, between the reel world of film and the private 

fantasy experience of the printed word is indispensable to our Western 

acceptance of the film form. Even the film industry regards all of its 

greatest achievements as derived from novels, nor is this unreasonable. 

Film, both in its reel form and in its scenario or script form, is completely 

involved with book culture. (McLuhan 286) 

McLuhan clearly saw a close connection between the techniques and qualities which 

made text-based literature so alluring and the qualities which made cinematic literature 1 

successful. In fact, this section from his work clearly indicates that he believed the two to 

share a near symbiotic relationship in which the 'reel' world siphoned and consumed the 

valuable and desirable characteristics of the textual world. 

In Remediation , Jay David Bolter and Richard Grusin utilize McLuhan's notion of 

symbiosis to frame their discussion of remediation: 

On the opening page of Understanding Media ( 1964 ), Marshall McLuhan 

remarked that "the 'content' of any medium is always another medium. 

The content of writing is speech, just as the written word is the content of 

print, and print is the content of the telegraph" (23-24 ). As his problematic 

examples suggest, McLuhan was not thinking of simple repurposing, but 

perhaps of a more complex kind of borrowing in which one medium is 

itself incorporated or represented in another medium ... Again, we call 

1 Vi sual I iteratures that are typically displayed on movie screens, televisions, or computers. 
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the representation of one medium in another remediation, and we will 

argue that remediation is a defining characteristic of the new digital media. 

What might seem at first to be an esoteric practice is so widespread that 

we can identify a spectrum of different ways in which digital media 

remediate their predecessors, a spectrum depending on the degree of 

perceived competition or rivalry between the new media and the old. ( 45) 

McLuhan's thoughts regarding new media symbiosis2 is seen by Bolter and Grusin as 

definitive of new media design ~ in effect each new medium is a repurposing of an older 

media's effective qualities into a more modern form. In the case of film , the desired 

effect is to create a sense of transparency and immersion3 between the remediated novel. 

as presented in the film. 

The possibility of new media symbiosis in cinematic works, anime included, is 

briefly furthered by Lev Manovich in The Language of New Media. Manovich , using 

Bolter and Grusin and McLuhan as catalysts for some of his explorations, states, 

"Fictional fi lrns arc live-action films ; that is , they largely consist of unmodified 

photographic recordings of real events that took place in real , physical space. Today, in 

the age of photorealistic 3-D computer animation and digital compositing, invoking thi s 

characteristic becomes crucial [ ... ]" (Manovich 294). If this statement is true, animated 

2 To avoid confusion in future sections, the term coined by Bolter and Grusin, remediation, will be used 

in stead of new media symbiosis. 
1 Immersion , as defined by Bolter and Grusin, is the process by which a work of literature captures and 
ensnares the mind , body, and so ul of the aud ience. Truly successful immersion plays to a multitude of the 
senses to accomplish the task of ultimate absorption. 
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films require an adherence to reality to encourage the suspension of disbelief and to 

create the immersive qualities which were initially suggested by McLuhan. Assuming 

cinematic works are indeed visual works which are unmodified representations of reality 

a complete exploration into the connection between literary and cinematic techniques is 

warranted to truly explore the level of remediation between the two. 

In both Remediation and The Language of New Media, the primary focus is on the 

continuation of McLuhan's argument regarding the existence of a symbiotic remediation 

of material s from preceding mediums to their successors. However, there are also 

scholars who maintain new media remediation is temporary. Steven Holtzman, a media 

theorist wrote in DiRilal Mosaics: The Aesthetics qlCyberspace: 

But in the end , no matter how interesting, enjoyable, comfortable, or well 

accepted they are, these approaches [repurposing] bon-ow from existing 

paradigms. They weren't conceived with digital media in mind , and as a 

result they don't exploit the special qualities that are unique to digital 

worlds. Yet it's those unique qualities that will ultimately define entirely 

new languages of expression .. . . 

Repurposing is a transitional step that allows us to get a secure 

footing on unfamiliar terrain. But it isn't where we'll find the entirely new 

dimen sions of digital worlds. We need to transcend the old to discover 

completely new worlds of expression. Like a road sign, repurposing is a 

marker indicating that profound change is around the bend. ( 15) 
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Essentially, Holtzman is arguing that the repurposing of techniques from non

technological sources to technological sources is merely the equivalent of training wheels 

on a bike. The tools of the past are used while the new technology is learning to do 

things uniquely, and then the tools are discarded and abandoned along the side of the road 

only to eventuall y be forgotten or dissociated with the new medium. This suggestion is 

certa inl y appropriate; however, Holtzman is fully missing the point of what McLuhan, 

Bo lter and Grusin, and Manovich are suggesting. 

He, as do many modernist rhetoricians, believes digital media cannot achieve 

sign ificance until it breaks the symbiotic bonds to the past technologies . Bolter and 

Grusin reiterate this fact in Remediation. "[L]ike their precursors, digital media can 

never reach thi s state of transcendence, but will instead function in a constant dialectic 

with earli er media, precisely as each earli er medium functioned when it was introduced 

... Repurposing as remediation is both what is 'unique to digital worlds' and what denies 

the possibi I ity of that uniqueness" (50). If repurposing is, as Bolter and Grus in maintain, 

a vital component of defining new media, then, analyzing the remediation of rhetorical 

techniques of the past is a proper way to understand the rhetorical tradition of the future. 

Moreover, the analysis of remediating rhetorics is an appropriate method for continuing 

the ex plorations into new media theory which began with McLuhan and is carried 

through to today. 
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Remediation of Rhetorical Tools 

In Remediation , Jay David Bolter and Richard Grusin maintain that new media 

botTows methodologies from older technologies in order to utilize the tried and true 

methodologies of the pas t to help gain acceptance for the new medium. "Again, we call 

the representation of one medium in another remediation, and we will argue that 

remediation is a defi ning characteristic of the new digital media" ( 45). Identifying 

re mediated techniques req uires an ability to seek rhetorical techniques of the past and 

identify how they impact the successes or failures of new mediums in an effort to 

understand what method ologies should continue to be repurposed and which 

methodologies should be allowed to di e. Therefore, to suggest remediated rhetorical 

tools are indeed a major component of a wo rk of literature is to argue the qualities that 

made the too l successful in a medium of the past are being reused with the intent of 

mak ing a new med ium equally successful. 

Jay David Bolter and Richard Grusin state, in Remediation: Understanding NeH; 

Media, "No medium today, and certainly no single media event, seems to do its cultural 

work in iso lation from other media[ ... ] What is new about new media comes from the 

particular ways in which they refashion older media and the ways in which older media 

refashi on themselves to answer the challenges of new media" ( 15). The attributes which 

allowed for successful immersion and understanding in print-based texts of the past are 

used to affect the same ends within electronic technologies. The borrowing of techniques 

is certainly prevalent in rhetorical studies, see ing as how many of the initial philosophies 
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which govern written rhetorical design were crafted and intended for oratory. Students of 

film analysis and new media studies focus their attention on the past to understand how 

the good techniques of yesterday define and inspire the creations of today. 

Critics of this notion, like Walter Ong say: 

Persons from a high-technology culture who become aware of the vast 

literature of the past dealing with rhetoric, from classical antiquity through 

the Middle Ages, the Renaissance, and on into the Age of Enlightenment 

. .. of the uni ve rsa! and obsessive interest in the subject through the ages 

and the amount of time spent studying it ... are likely to react with, 'What 

c1 waste of time!' (108) 

What Ong fails to consider within this passage is the new media rhetorician who 

subscribes to the theory of remediation actively seeking the older methods for effecting a 

belief in the immediacy or a medium in order to better understand how to evolve the tool 

for use in building the nex t technological innovation. Essentially, the new media theorist 

very much fits Ong' s definition of a classical rhetorician 's love for historical analysis of 

past rhetorical trends: 

It provided a rationale for what was dearest to their hearts, effective and 

often showy oral performance, something which had been a distinctively 

human part of human existence for ages by which, before writing, could 

never have been so reflectively prepared for or accounted for. ( l 08) 
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The evolution of a technique is an essential part of all literatures, and for many who study 

them, the process of evolution is often alluring, seductive, and desirable to find. 

To identify remediation and understand its relevance to current technologies , 

Bolter and Grusin say: 

It is possible to claim that a new medium makes a good thing even better, 

but this seldom seems to suit the rhetoric of remediation and is certainly 

not the case for digital media. Each new medium is justified because it 

fills a lack or repairs a fault in its predecessor, because it fulfill s the 

unkept promise of an older medium ... The rhetoric of remediation favors 

immediacy and transparency, even though as the medium matures it offers 

new opportunities for hypermediacy. (60) 

Repurposing is never a definite improvement of a rhetorical technique or tool. As Bolter 

and Grusin suggest, the remediated project is not an improvement of the inadequacies of 

an older tool. Rather, it often the process of remediating the solid rhetorical principles of 

the tool for a new purpose; as a result, the repurposed item requires little to no 

modification. Other times, repurposing of an object is not a successful idea because some 

things just do not work outside of their initially intended rhetorical zone. Therefore, to 

analyze the remediation of a tool or technique requires an ability to postulate and prove 

the evolution (in many cases) of the concept as it moves from one medium to the next is 

necessary. 
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Remediation in animation is certainly identifiable by its level of remediated 

improvements. In regards to remediation in film and television, Bolter and Grusin state: 

Animated films remediate computer graphics by suggesting that the 

traditional film can survive and prosper through the incorporation of 

digital visual technology. Full-length animated films , especially the 

Disney films of the past decade, are perfect examples of "retrograde" 

remediation, in which a newer medium is imitated and even absorbed by 

an older one. In addition to visual media, of course, animated films 

refashion stories, myths, and legends - from Greek mythology, to the story 

of Pocahontas, to Anastasia, to literary "'classics" - often with great 

violence to the printed or oral versions. In fact, animated film 

cannibali zes and refashions everything it touches with a ferocity that is 

itself mediated and excused precisely because the genre is not " serious" 

and is supposed to speak to children. (14 7). 

The remediation of print-based materials into tools for cinematic rhetorical 

s ituations has occurred for a very long time. Often, the animated works which are 

created manipulate and repurpose successful techniques in an effo1i to help the artificial 

aspects of the medium blend with the real world to remove any barriers to immediacy. 

Accomplishing this task means the film will possess an ability to ensnare the mind , body, 

and soul of the audience and manipulate them, subtly, to believe the world on the other 

s ide of the rabbit hole is actually real. 
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Structures of Narrative Analysis 

Without a single ounce of hesitation this dissertation is proclaimed a mixture of 

rhetorical analysis and literary study. The purpose is to identify a remediated technique 

utilized through literatures of different centuries in order to better understand how the 

techniques and practices that made good literature of the past are being repurposed to 

make good literature of the present, but as Wayne Booth states, before the excavation 

may begin, there is a need to establish an understanding of the characteristics needed for 

a rhetorical analysis of literature in order to avoid the pitfalls of strictly personally 

motivated judgment. 

According to Booth. in The Rhetoric of Fief ion , 

This generic search for the constants in all good literature or all good 

fiction can be useful for some purposes - indeed, some of the most 

interesting questions about literature and life cannot be answered in any 

other way. But a criticism that begins with such general definitions is 

peculiarly tempted to move into value judgments without sufficient care 

about whether those judgments are based on anything more than the initial 

arbitrary exclusiveness of the general definition. (30) 

Booth suggests the solution to arbitrary analysis is all in how the researcher chooses to 

approach his initial research question, "Having derived a definition of a certain kind of 

novel , or of ' the novel' as a certain kind of literature, or of ' literature ' as a certain kind of 
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mi , how can he use that definition as a standard in passing judgment on a given novel?" 

(Booth 31 ). Booth suggests the answer to the question is the key to judging the validity 

of the literary anal ys is. The analysis must give a good explanation as to how and why the 

rhetorical device should be utilized to perform the analysis which is suggested. Only by 

producing definiti ons whi ch are able to be proven can the analysis be considered valid. 

Therefo re, the remaining sections of this chapter will be devoted to the purpose of 

drawing a line th ro ugh the research to create valid , non-judgmental connections. 

Voye uri sm in Eastern and Western Literatures 

If Marshal Mc Luhan is the proverbi al prophet of new media analys is, A.C. 

Spearing is author of the bibli cal tex t fo r studying voyeuri sm as a rhetorical tool in 

liternturc. In hi s 1993 publicati on, The Medieval Poet as Voyeur: Looking and Listening 

in Medieval Lo ve-Narratives, A.C. Spearing states : " Love is a favourite theme of 

medi eval narrati ve, yet in Western civili zation love is a private experience, and one for 

which, in medi eval tex ts especiall y, secrecy is often regarded as a prerequisite. How then 

can it be the theme of narrative, when to narrate, to tell , is to make public?" ( 1 ). 

Spearing's statement suggests medieval love and romance are meant to be relegated to a 

realm of private interactions where interruptions and prying eyes are kept at a fair 

distance. Robert Mann yng, a monk and scholar of the time, in Handly ng Synne sums up 

the culture ' s thoughts regarding the implications of bearing witness or imagining acts o f a 

carnal nature: 
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more synne hyt ys 

Whan pou sekest py wyl of flesh 

To pe I ust of lecherye, 

Y n handling or dreaming of folye , 

Purgh poghtes or syghtes pat pou ses 

And yn alle ou pre pryuytes. 

God himself forbede p al pys: 

l)ey gete no part of heunene byls. (7577-84) 

Mannyng·s argument confirms Spearing's assertions because the argument clearly 

ind icalcs that the he! ief system of medieval society viewed lecherous desire, whether 

through sight or mental creation , to be an abomination unto God and a great moral sin. 

To violate this cardinal rule would place a scar upon the soul of the author reducing their 

chances for a pleasant alter Ii fe. 

I lad thi s limitation been accepted, the romances witnessed by readers in the vast 

canon of Arthurian Rornances would have never existed simply because the events 

occurred behind closed doors and the authors would not want to risk eternal damnation 

by the Church for telling a tale which was too intimate, inappropriate, or detailed. 

Moreover_ there is a certain level of credibility which would be lost if the story were to 

remain relegated to the dimension of secrecy and uncertainty. A solution was needed to 

circumnavigate this religious and societal faux pas. 
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Spearing maintains that western medieval texts solved the problems which are 

associated with the invisible wall supposed to exist between the created world and the 

act ions of characters who have placed themselves into a location built upon concealment. 

European authors, wishing to personally avoid the carnal sins associated with actively 

watching the tales of sexual interactions, relegated responsibility for telling the tales to a 

hidden and often unacknowledged person, who was strategically positioned within the 

private realm and able to witness information which was meant to stay hidden and 

subseq uently relate the story to the author' s audi ence. 4 "Within medieval love-narratives, 

secret observers, conceal ed from the lovers as the lovers are from society at large, are 

freq uentl y represented as responsibl e for ex pos ing pri vate experi ence to the public gaze' ' 

(S pea ring I). Crea ting an assumed third party to assume the role of watcher, observer. 

and storytell er all ows the characters to be judged meritoriously for their acts and 

behav iors while the author is abso lved of any responsibility for the actions which unfold. 

Moreover, the characters' secret activities are granted an opportunity to be viewed and 

judged as compl etely of their own doing, rather than a direct creation of the author or the 

audi ence. 

Whil e Spearing never directly addresses the utili zation of voyeurism as a 

rhetorical tool in Eastern medieval literature, the literature lends itself to an application of 

the analyti cal methodologies establi shed by Spearing; after all , according to one of the 

foremost scholars on the subj ect of Bushido/Eastern medieval literature, " It is indeed 

•
1often, th e responsibility fo r v iewin g/ bearin g w itness to such acti ons i~ relegated to a muse or heavenly 

inspirati on. 
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striking how closely the code of knightly honor of one country coincides with others; in 

other words, how the much-abused oriental ideas of morals find their counterparts in the 

noblest maxims of European literature" (Nitobe 29). In the Eastern medieval culture, the 

role of voyeur is also actively used as a tool to promote morality. The Japanese 

equi va lent of the European code of chivalry is called Bushido. "Bu-shi-do means 

literally Military-Knight-Ways" (Nitobe 2). Simply, Bushido encompasses all of the 

actions, deeds, and manners are befitting a noble watTior or samurai. According to 

Nitobc, the code included adherence to many tenets which were similar to the European 

code of chivalry: courage, benevolence, politeness, veracity, honor, duty, se lf-control , 

and justice: howeve r_ it also in vo lved suicide. As the role of the voyeur was used in 

Western medi eval literature as a tool to view and witness the private deeds of characters, 

the voyeur was used in Eastern medieval literature to demonstrate the full depth of the 

samurai 's adherence to the Bushido. 

In hi s collection of Samurai/Bushido stories, Ideals of the Samurai, William Scott 

Wilson introduces the stories with an explanation of the importance of the stories to the 

world of medieval Japan. Wilson says, "they represent the ideals of the warrior class and 

were written down to help guarantee the perpetuation of the clan; they are statements 

from warriors to warriors, without the approval of other classes in mind. They are, 

therefore , vi ta! and sincere" ( 14 ). The stories were written as a means for preparing the 

young men who would follow in the waiTior tradition for the rigors and proper manners 

of a warrior. "The Message of Master Gokurakuj i" teaches there are many things a 
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warrior should remember when li ving their lives. For instance, in one of hi s teachings, he 

says: 

One should worship the gods and Buddhas morning and night, and 

maintain a heart of faith. The gods grant power to a man according to his 

respect fo r them, and he maintains hi s faith according to their blessing. 

Thus. when coming before the gods and Buddhas, for better ability in thi s 

wo rld one should ask to be granted an upright heart. In thi s way he will be 

esteemed in thi s wo rld and born in the Western Paradise in the next, and 

thi s is a fin e thing. (38) . 

ro r a wa rri or to he strong. powerful , and capabl e in li fe , Master Gokurakuji maintains 

they must be true to their fa ith. To forsake the gods and forget one's obligations to those 

of grea ter powe r is to he without that power in battl e and li fe . 

Goku raku.i i continues teaching the young warrior about the need to respect their 

famil y and maintain the knowledge they share, "One should listen with a calm mind to 

what one's parents say, even if what they say is erroneous" (39). Gokurakuji maintains 

the yo ung warri or may wish fo r the parents to share less wisdom, but as the parent gets 

older, the warri or will wish fo r more info rmation before the parents die. Moreover, he 

reminds the yo ung warri or that eventually he may be old and wish to share his 

knowledge, so he should respect those who wish to share with him. The warrior must be 

considerate of others "When one is in a place where people are gathered together, and 

fi sh, fruit and the li ke are being served, even if he is partaking of this himself he should 
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do so in a manner that others may have more" (39). To share with others is righteous and 

the sign of an honorable man. 

Another piece, "The Chikubasho," presents further wisdom for the young warrior. 

Presenting the student with advice, Shiba Yoshimasa suggests a true warrior must have 

control over his emotions. He writes: 

Many men feel that they should act according to the time or just according 

to the moment they are facing, and thus are in confusion when something 

goes beyond this and some difficulty instantaneously arises. It is a matter 

of regret to le t the moment when one should die pass by. It has been said 

to the effect that the preparedness of the warrior and that of the monk are 

the same. In all matters it is a regrettable thing not to pacify one ' s mind. 

A person's character and depth of mind may be seen by his behavior ... 

one should not take a single step in vain, or speak a word in a way that 

others may speak of him as shallow. ( 48) 

Within this piece, a warrior following the ways of Bushido is instructed to maintain a 

calm state. Emotions acted upon without a clear mind are often associated with improper 

actions. From misdirected attacks to improper accusations, a warrior who is controlled 

by his emotions and not his mind is quickly made vulnerable and abandons the ways of 

the Bushido. Peace, tranquility, and a clear mind are the qualities that a warrior should 

seek. 
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These are just two pieces of advice with which warriors were provided by monks 

and former warriors through the culture's literary tradition. Since many of the tales 

which have been translated focus on the final words of a warrior before he dies be it 
' 

from suicide or loss in battle, the stories present the information from a very open, 

penetrating first-person perspective. This perspective offers the reader a very personal 

insight into the mind of the characters and passes on lessons of morality or lack thereof 

without the audience having to accept any responsibility for any ill thoughts associated 

with the reading process. 

This purpose directly ties into Booth's belief that for a literary act to be 

rhetorically sound, there must be reliable information. Booth says, "'The most obvious 

task for a commentator is to tell the reader about facts that he could not easily learn 

otherwise. There are many kinds of facts , of course, and they can be "'told" in an 

unlimited number of ways" (169). A few paragraphs later, Booth outlines a familiar 

technique. In his discussion of Chaucer's style of story-telling in Troilus and Criseyde, 

Booth high I ights the fact the storyteller ' s voice constantly controls the vantage point of 

the story, showing the images , thoughts, and actions which it views to be necessary to 

telling the story, including things which were not meant to be seen. Booth states: 

He never lets us forget his presence, yet his presence cannot be said to 

detract from the tale he tells. He tells us a good deal about those aspects 

of the tale which , though necessary, are not entitled to _the heightening that 

would come if they were dramatized. And yet the over-all effect is to 
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make us feel that we have been given a better story, more carefully 

worked, than would have been possible if he had simply served up his 

materials raw. ( 1 70) 

Chaucer from the very onset of the piece crafts a voyeuristic narrator who asks, 

Thesi phone, goddess of torment and guardian of the gates to the Underworld, for 

inspirat ion and guidance to make certain the tal e is correct. This removal of 

respons ibility, evoking of a muse, and creati on of a mobile persona which is unrestrained 

by the boundaries of hum an morality gives Chaucer the too ls necessary to tell a 

compelling, detailed. invo lved story without such hindrances. 

Voyeurism as a Rhetorical Tool 

Thus far, voyeuri sm has been used as a rhetorica l tool for analyzing onl y pieces of 

print based literature of far di stant eras. In new media, immers ion, the feeling of being 

one with the ac ti ons/environments/situations presented by media, has been a primary tool 

for analyzing the rhetorical act for quite some time. From the exploration of kinetic 

rhetori cal theory to erogodic I iterature and the rhetoric of game theory, the visual image 

has been a major focus for literary and rhetorical progress within the information age. 

That is because voyeurism requires only the act of watching for someone to become 

assimilated into the rhetorical act; immersion reli es heavil y on the visual senses for its 

greatest route to persuasive discourse. 
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Plato went to great lengths to discuss the power of perception and visualization on 

successful immersion in his famous cave analogy in Book VII of Republic, and it is 

within this analogy where one may truly discover the full power of direct voyeurism as a 

rhetorical tool far superior to a first-person, limited point of view. In the Republic, 

Socrates and G laucon are discussing education and human understanding when Socrates 

creates the cave analogy to frame his argument regarding the effects of perception on 

understanding. In the story. a group of men are placed in an immovable position within a 

cave with their visual focus on a wall directly opposite the cave's entrance. A fire is 

placed at the opening to the cave and various shapes and objects are carried between the 

fire and the entrance to project a variety of images onto the cave walls. While 

imprisoned and unabl e to see the fire or the objects, the captives are compelled to craft 

their own system of understanding based upon what they know and what they are shown. 

They create an entire soc iety of understanding which is based upon their perceptions 

from a reflection of objects they cannot witness first hand, and as a result, their 

associations are typically far off from what the objects actually are. 

Direct voyeurism/watching is not happening in this situation. The visual displays 

are controlled and manipulated directly by those who are moving and manipulating the 

objects. and ""the prisoners would in every way believe the truth is nothing other than the 

shadows of those artifacts." These prisoners are no different from the reader of a text 

who has not been privy to the true voyeuristic experience. Imagine if Marie de France 

had not taken the reade r with her narrator to watch the actions of all participants in 
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"Equitan". Instead of the story that was true, the reader would be presented with 

shadows of the truth ; the story would be vastly different than the true one, and the actions 

of the characters viewed in a different light resulting in Equitan's actions being viewed as 

possibly improper and wrong. 

Fortunately, Socrates did not leave the analogy alone. After establishing the 

conditi ons of the pri soners and their creation of understanding from manipulated images, 

one is granted forced fre edom and drug from the cave to face the realities of the world . 

Co ns ider, th en, what be ing re leased from the ir bonds and cured of the ir 

ignora nce wo uld naturall y be like, if something like this came to pass. 

When one o f them was freed and suddenly compelled to stand up, turn and 

unab le to see the things whose shadows he ' d seen before . What do yo u 

think he' d say, if we told him that what he ' d seen before was 

inconsequenti a l, but that now - because he is a bit closer to the things tha t 

a re and is turned towards things that are more - he sees more correctly? 

Or, to put it another way, ifwe pointeJ lo each of the things passing by , 

asked him what each of them is, and compelled him to answer, don't you 

think he'd be at a loss and that he' d believe that the things he saw earlier 

were truer than the ones he was now being shown? (Republic 187-88) 

After a few more steps of progression, Socrates has assimilated the prisoner into society , 

adapted him to the li ght , and brought him to a sense of understanding which allowed him 

to see the objects as they ac tua lly were and not merely as they were reflected on the cave 
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walls. Then, after the prisoner has reached this state of enlightenment, he is forcibly 

placed back into the cave, where he is unable to resume his life of ignorance and shadow 

understanding. Having witnessed the truth, first-hand, he is now corrupted and unable to 

immerse himself into the limited environment of the cave; he is unable to be fooled. 

In relation to voyeurism, first-hand observation presents a level of understanding 

of the world which makes certain actions more understandable, and it helps the audience 

feel more involved with the events unfolding within a story. Returning to the story of 

"Equitan", the voyeuristic vantage point presented a unique perspective which helped to 

create an accurate understanding of the details. Moreover. it presented the details in such 

way the audience is allowed to feel confident in the role of judge and jury regarding the 

ethics of each character. Despite what many authors may think about their skills in the 

art of first-person narration , ""verbal construction would in no way be the equivalent of 

the visual argument, precisely because it could never adequately capture the evocative 

power of the visual element in the original presentation of the argument" (Blair 49). The 

power of truly witnessing events as they unfold, whether via text or picture, gives the 

readers a sense of understanding and immersion which is invaluable to creating a 

successful rhetorical act. 

The importance of watching on the rhetorical experience is undeniable. To be 

able to see things happen far outweighs many of the other sensations. Sound, touch, 

taste, and smell can easily be manipulated if sight is not present; after all, the prisoners in 

the cave were privy to sounds associated with the various objects, yet the sounds did not 
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help them to discern whether the sounds were friendly or not. Once the selected prisoner 

was removed from the cave and granted the ability to see the objects, the fire , and 

assoc iate each with the sounds being generated by the people, the prisoner was 

bequeathed a level of enlightenment and understanding which made the new information 

capable of overpowering the old information. 

Bringing the concept into the technological realm, the new media debate requires 

a retu rn to a source prev iously mentioned, Bolter and Grusin's Remediation. When 

di scuss ing the impact of visual images on successful immersion, the book states: 

fT]he desire for immedi acy is apparent in claims that digital images are 

more exciting, li ve ly, and realistic than mere text on a computer screen 

and that a videoconference will lead to more effective communication than 

a telephone cal I. The des ire for immediacy is apparent in the increas ing 

popularity of digital compositing of film and in Hollywood ' s interest in 

replac ing stunt men and eventually even actors with computer animation. 

(23) 

The immediacy created by presenting the audience with visual images, according to thi s 

quote, is something which cannot be replaced; watching is something we do for reasons 

far beyond mere entertainment value. Physically seeing convincing, reali stic images 

helps the medium di sappear and the rhetorical act achieve a greater probability of 

success. Since watching certain acts were viewed as inappropriate to di scuss in greater 

detail , or certain details occurred away from the eyesight of any perceived person in the 
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environment, the mysterious voyeur is a necessary tool, as Spearing maintains, for both 

literature and film to be successful in ensnaring the mind, body, and soul of the target 

audience. 

Furthermore, Wayne Booth states in The Rhetoric ofFiction: 

It is not, after al L only an image of himself that the author creates. Every 

stroke implying his second self will help to mold the reader into the kind 

of person suited to appreciate such a character and the book he is writing. 

Gut this act or communication, fundamental to the very existence of 

literature, has in modern criticism often been ignored, lamented, or denied. 

True artists. we have been told again and again, take no thought of their 

readers. They write for themse lves. (89) 

Booth continues through this section to explain how concern for the audience is 

something which cannot be separated directly from the process of creating great 

literature. As rhetoricians learn from their studies of Aristotle, audience knowledge, 

perception, and judgment help make the rhetorical act more believable, and invariably, 

more successful. To deny the audience is to ignore all chances at immersion for the 

audience. By creating the second self to tell the story and take control of the narrative 

outside of the constraints of the author, the audience is given a true chance to become one 

with the narrative and open to the rhetorical manipulations of the creator. The voyeur is 

necessary for literature to truly be good. 
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Narratology and the Role of the Rhetorical Voyeur 

Narratology is a relatively new field of study which, according to James Phelan, 

has taken as its subject-matter the characteristics of narrati ves of all kinds, 

with especial emphasis upon the relations of author to text, internal 

narrators to text ... the relation of the incidents on the story to the order of 

their narration, the modes of construction of character, effects of time and 

duration, the common patterns found across stories of different types, the 

construction of characters, the varying types of narration of events. 

dialogue, and internal thoughts. (Wright 66) 

Phelan discusses the theory of Narratology, the study of narrative structures, in hi s book 

Narrnf i1'e as Rhetoric. In the text, Phelan discusses the imrnersive qualities of a narrative 

which draw the reader into what is meant to be a non-direct, interactive position within 

the text. By invoking a voice that imbues the audience with a role as a literary voyeur or 

observer5
, narratives are able to give the audience a connection to the work which is quite 

vivid and reali stic. 

Let Rabinowitz's definition of narrative audience be modified: the actual 

audience's projection of itself into the observer role within the fiction. In 

taking on that role, we will always become believers in the reality of the 

5 
Pli elan 's rernediated term for voyeur 
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fictional world; consequently, much of our emotional response to narrative 

derives from our participation in this role. (145) 

The immersive properties which were associated in with voyeurism Chapter I and the 

role of the observer are reiterated within this quote from Phelan 's text. The greater the 

immersion permitted into a text by the author's invocation of the voyeur, the greater the 

immed iacy of the media. "The requirements of a perspective that is "realistic" in this 

sense of the word are only met fully by the camera-eye narration which has emerged in 

twentieth-century narratives and restricts the narrative to including only such information 

as is also access ible to an ex ternal observer" (Kablitz 101 ). An involved viewer who 

reels he or she, too , has a vested interest in the outcome of the plot is far more likely to 

accept the most fantastic of realities as truth and be drawn into the rhetorical act unti I its 

conclusion. 

What is truly remarkable is that the immersive powers of the voyeur often result 

in physical interaction by the audience. 

Indeed , the oft-discussed instances of people leaping upon the stage to 

stop the action are, in these terms, examples of what happens when we 

enter so deeply into the narrative audience position that we fail to maintain 

our simultaneous participation in the authorial audience. This role is 

clearly distinct from that of an enunciatee or "narratee," someone 

addressed by a speaker. (Narrative as Rhetoric 145) 
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The immersive power of the voyeur is an extremely powerful rhetorical tool capable of 

immersive levels far beyond a standard first-person narrative is missing the voyeuristic 

observer. 

The Voyeur in Film 

Within the realm of cinema, the voyeur's role has often been a common 

denominator. The purpose of the observer in cinema has often been to give the audience 

a greater sense of inclusivity within the rhetorical act in an effort to increase immediacy. 

John Elli s in Visihle Fictions : Cinema: Television: Videu discusses this notion: 

The position offered to the spectator is that of the seer who renders the 

film intelligible. ft is a position of knowledge which constructs the 

spectator as able to produce a vision of the truth through the film. Often, 

the truth that the spectator apprehends is nothing other than vision, a 

vision whose mastery is based on the fact that it can see more than anyone 

or anything else. (85-6) 

The cinema, a literary medium which relies almost exclusively on watching for its 

delivery, presents the audience with an opportunity to mix their private and public 

existences in a unique manner. "Cinema acquired a function vis-a-vis the spheres of 

private and public existence through the social institution of film viewing long before 

private and public life affected the content and structure of the films themselves (Mayne 

81 ). This mixture of public and private allowed society to collectively participate in a 
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level of surrealism and immediacy which served to foster the immersive nature of the 

cinematic work. 

In A Surrealism of the Movies, William Earle offers a compelling insight into the 

power of the surreali sm \Nhi ch is presented within the cinema. 

To return to films, it is almost as though they were predestined to be an 

exce ll ent surrea li st medium. For if we are already accustomed to the 

liberti es which language and painting can take with reality , moving 

pictures almost automat ically make us expect some sort of true camera 

reality: film s remain a form of photography, and wile everyone knows the 

camera can I ic, we do not look initiall y at photographs as though they 

were I ies . And so the force of movies to wrench us out of our hab itual 

rea l ism is particularly great. Further, the conditions of viewing a mov ie, 

in a darkened room are particularly conducive to a form of dreamy 

participation where the marvelous would not appear simply as wrong, 

sill y, or outrageous but with its own authority. (36) 

As Earle suggests, the gaze is afforded to the audience by the creator of the cinematic 

works is designed with the purpose of transferring "from our inward nature a human 

interest and a semblance of truth sufficient to procure for these shadows of imaginati on 

that willing suspension of di sbeli ef for the moment, which constitutes poetic faith" 

(Coleridge 190) . 
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The effects of this ability to generate a suspension of belief and realism for an 

hour is a powerful example of rhetorical persuasion which has "' altered our culture' in 

ways we are only beginning to assess" (A Distant Technology 2). To better understand 

the suspension of belief and rhetorical domination, it is necessary to study how the role of 

the observer within individual works has been used to create a form of narrative logic and 

e thos which is seen as "'acceptable ' by the viewer" (Elsaesser 15). 

Voyeurism Remediated as a Rhetorical Tool in Japanese Anime 

Discussing the immersive and consuming nature of anime , Susan .J. Napier states: 

Anime is a medium in which distinctive visual elements combine with an 

array of generic, thematic, and philosophical structures to produce a 

unique aesthetic world ... Often this world is more provocative, more 

tragic, and more highly sexualized ... the ideal artistic vehicle for 

expressing the hopes and nightmares of our uneasy contemporary world. 

(Anime.from Akira to Princess Mononoke 10-11) 

The immersive environment Napier describes is very similar to McLuhan's description of 

the reel world and Spearing's qualifications for the presence of voyeurism as a vehicle for 

presenting society's risque topics. The assimilation of medieval voyeurism is further 

suggested when Napier states: 

Although it would be impossible to say for certain how much today's 

animators are consciously influenced by the visual trove of their 
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traditional culture, it seems safe to say that their culture's tradition of 

pictocentrism is definitely an influence behind the ubiquitousness of 

anime and manga. Certainly some images from earlier periods would not 

seem out of place in contemporary anime or manga. Anyone who has 

seen Hokusai's astonishing 1824 print, The Dream of the Fisherman's 

Wife, which depicts a naked woman lying back with two octopuses 

sucking her genital area and her mouth while their tendrils coil around her 

body cannot help but make a connection between that and the notorious 

"tentacle sex" scenes occurring in some of anime's more sadistic 

pornography. (Animefi~om Akira lo Princess Mononoke 21) 

Though she makes relatively few comparisons beyond this connection to an l 800 ' s piece 

of artwork, her assertions strongly support the idea that the aii of watching in anime is 

something which is used as a rhetorical tool , for viewing a picture is not too different 

from watching an anime program. Instead of the glass wall which exists with television, 

the picture presents the barrier of dimension; however, both television and the picture 

require the audience to watch, interact, and speculate about what they see. If the 

participant is not watching, then the rhetorical act is not happening. Furthermore, it is 

reasonable to assume, at this juncture, that further study of how the rhetorical device of 

textual voyeurism has been assimilated by the reel world and reformulated to create a 

more immersive world is warranted. 
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Assuming cinematic works are indeed live-action works which are unmodified 

representations of reality, as was previously established by Lev Manovich, the ability of a 

character to remove himself from the gaze of the audience and locate a place of seclusion 

is rendered nearly impossible. In fact , it would appear looking in the illustrated world of 

an anime may have been remediated further to include an ability to bear witness to the 

actual thoughts of the characters. For many of the works, including the primary work for 

this study, Dragon Ball Z , what is occurring outside the character is almost always 

indicative of the actions and behaviors which are internalized. A voyeuristic point of 

view which creates a true vision of a character ' s thoughts , feelings, and actions is unique 

and helps to further the irnmersive qualities which are a vital component of new media. 

Phelan states: 

[T]he second-person address blurs the separation of narrate and narrative 

audience frequently enough for the observer of either sex to be pulled into 

the narrative's subject position: you fall in love, become part of a couple, 

meet your partner's family , feel uneasy about the relationship, try -

unsuccessfully - to find a good time to leave, try being with someone else, 

have your partner need you because of illness ( or weakness), feel a 

renewed tenderness, discover that it is not enough, slowly resolve to leave, 

feel very guilty, finally muster the courage to say good-bye, survive the 

partner's anger but find that you are unable to escape the sadness of the 

whole experience. (Phelan 148) 
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The granting of the emotionally charged voyeuristic persona is fundamentally capable of 

drawing the audience into the work to such a degree they are able to emotionally and 

spiritually connect with the characters and the story. The immersive potential created by 

this act is far too impress ive and important to not be harnessed; anime does an amazing 

job of utili zing the voyeur to illustrate the various aspects of the human soul. 

An example of thi s connection may be witnessed in the anime genre's Dragon 

Ball Z series. Borrowing from the Bushido practice of seppuku, or ritual suicide, along 

with the be! ief in a dedi cation to the atonement, Vegeta, chooses to explode his body in 

an effo rt to atone for th e sins he has recentl y committed while seeking to vanquish a 

vi I lain. Hi s ac t is honorab le and noble, yet it is hi s prayer for absolution and success 

whi ch provides an additional sense of understanding and connection with the audience. 

Through the visual di splay, the audi ence is given a rare opportunity to bear witness to 

Vegeta' s sacrifice, while praying the warrior will be forgiven and successful in his 

ultimate sacrifice. As Nitobe states when describing ritual suicide: 

It was an inst itution, legal and ceremonial. An invention of the middle 

ages, it was a process by which warriors could expiate their crimes 

apologize for errors, escape from disgrace, redeem their friends, or prove 

their sincerity .. .. It was a refinement of self-destruction, and none could 

perform it without the utmost coolness of temper and composure of 

demeanor and for these reasons it was particularly befitting the profession 
' 

of bushi . (80) 
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From this scholarly analysis of the medieval practice of ritualistic suicide, it is clear 

Vegeta' s actions, combined with the insight into his thoughts and feelings ( otherwise the 

coolness described by Nitobe might not have been believed to be present), it is possible 

for the audience to honor and respect the noble sacrifice of life, rather than cheer and 

celebrate it inappropriately. From just this minor example, one may conclude a study of 

the rhetorical power of voyeurism as a means for developing pathos and ethos in anime is 

warranted. 

In the anime discussed , voyeuristic techniques allowed the audience to fully 

understand and know the lengths to which the characters were going to uphold the 

Bushido traditions of the medieval era. Napier is correct in her insight into the se rious 

lack of study of the cultural similarities of anime to its sociohistorical traditions. [t is thi s 

lack of study which lends itself to the arguments of this project. 

The Voyeur Sees Signs 

In Semiotics, the process of analyzing symbols and signs is repeatedly debated 

and considered. From methods of deduction and induction, many individuals find their 

methodology for determining the relationship between sign, signified , and audience. 

However, in the case of Japanese anime and its utilization of the observer as a tool for 

judging rhetorical ethos, a method of abduction appears to be a far more successful and 

useful tool for this project. 
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Umberto Eco deals with the subject of abduction a few different times in an 

attempt to completely flush out the details regarding the process. In A Theory of 

Semiotics, Eco defines abduction roughly as the process by which one makes an inference 

about the nature of a sign as a result of hypothesizing in reverse from end meaning/result 

to the initial case/observation to discover the point of inference. For example, imagine 

someone had a bunch of bags of beans in a room and there were several white beans on 

the table. After viewing the contents of the bag, it is discovered that there is only one bag 

of white beans. Deduction would presume all the beans in the one bag are white and 

these beans on the table are from this bag; therefore, the beans on the table are white. 

Induction would presume the beans on the table are from the bag of white beans and 

these beans on the table are white ; therefore , all of the beans from the bag are white. 

Finally abduction suggests all the beans from the one bag are white and the beans on the 

table are white; therefore, the beans from the table are likely to belong to the bag of white 

beans. Abduction is a process of assuming a relationship exists based upon the 

empirical/suggested evidence "(probably)." While the probably, inserted by Eco, might 

be worrisome to the common researcher, the fact abduction works upon assumed 

relationships and noticed connections also leaves the possibility which another 

interpretation may or may not exist when the signs are re-examined for other ends. (A 

Theory of Semiotics 13 l) 

The overall principle behind this method for interpreting signs relies on a case of 

inference which operates on the supposition that a result observed is hypothetically 
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caused by the application of a general rule on a particular case. The observation is purely 

hypothetical; however, it is supported by evidence which serves to support the 

suppositions and create a logical progression which is able to be duplicated for purposes 

of verifiability and believability. In Semiotics and the Philosophy a/Language, Eco 

further explores the proposition of abductive reasoning. 

The fact that there are circumstantial and contextual clues to direct me 

toward the determination of the rule does not change in principle the 

structure of the interpretive process. 

Abduction is , therel'ore , the tentative and hazardous tracing of a 

system of s ignification rul es which will allow the sign to acquire its 

meaning. (S'emiotics 40) 

T he connections are identified and presumed to exist between the rule and the case are 

created based upon scientific observation and careful , analytical proof. The process 

operates from the point of gained knowledge back through the process by which the 

information was established. Abductive reasoning operates well as a tool which can be 

used to help the viewer understand, in retrospect, how the events they watched helped 

craft the realizations and epiphanies that are produced. 
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Close Viewing 

My analytical critique of the anime works which will be discussed in Chapter III 

and IV relies heavily on a humanistic approach to film analysis as outlined by Tim 

Bywater and Thomas Sobchack, authors of Introduction to Film Criticism: Major 

Critical Approaches to Narrative Film. According to their Humanist Approach Capsule 

( an outline of the methodology for the observation), the function of humanistic criticism 

is to "Provide in-depth discussion of a particular film's appeal to the intelligent filmgoec 

interpret motifs and symbols in difficult films; evaluate films and filmmakers on 

traditional aesthetic principles' ' (24) . This task is accomplished by attempting to make 

sense or the meaning of a film through the effect of the piece on the audience· s emotional 

and intellectual experiences during the viewing. "This approach is called humanist 

because it sees film like an art like other arts , and film criticism as a general human 

activity practiced by the educated, cultured person" (25). Moreover, the approach greatly 

relies on an understanding of the various tools and techniques which are used to help 

foster the rhetorical situation. 

With remediation being a previously established methodology for repurposing the 

available means of persuasion in an effort to help with the suspension of disbelief, even 

for an hour or two, a humanist approach becomes even more useful because it seeks to 

examine how the medium functions through technique. This project will employ the 

humanist approach to discover the impact of a remediated concept of rhetorical viewing 

on Japanese anime. By carefully examining the genre and seeking to understand the 
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methodologies employed to make it successful. According to Introduction to Film 

Criticism: Major Critical Approaches to Narrative Film, the approach will be able to 

seek 

representations in film of general human values, the truths of human 

experience as they relate to the common and universal aspects of existence 

- birth , death, love, aggression, happiness, sorrow ... Finding out more 

about a particular film, a genre, a director 's concerns and interests, or the 

influences of society on the production of the movies makes the 

moviegoing experience more meaningful. (27) 

T he purpose or the humanistic approach is to understand the influence of both internal 

and external stimuli on the intrinsic nature of the literature being discussed. Rene Wellek 

and Austin Warren in Theory qf'Literature maintain an analysis of literature which is 

trul y interested in the work should analyze the intrinsic analysis of the work itself. In the 

case or the anirne works, the suggestion is they are remediating the voyeur as a tool to 

help maintain a watchful gaze over the characters ' adherence to the Bushido culture. 

Only through an analytical close viewing of each cinematic work can the connections be 

fully explored, explained, and studied. 

Implications of the Review of Literature 

As can be seen, the remediation of literary and rhetorical techniques is a practice 

which has been present throughout history. From early print sources up to modern virtual 
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reality systems, people are using the techniques of the past to develop the techniques of 

the future. Despite the assertion by critics like Holtzman that the ties to the past are 

severed once the medium has achieved functionality , it is impossible to truly disassociate 

the new from the old because regardless of how much one might think the old has been 

replaced and no longer deserves acknowledgement, it is still a part of the new. 

In both Western and Japanese literature, voyeurism, the art of watching, is used to 

create a sense of connection between the reader and the events which are unfolding in a 

story. This connection grants the audience a feeling of interaction while absolving the 

author of any negati ve, evil, or immoral thoughts which may occur as a result of the 

v iewing process. The blame, morall y, may be placed on the reader or a mysterious third 

party who granted the reader an unobstructed view of the events which were unfolding. 

T he technique is quite successful, as indicated by Spearing, Nitobe, Phelan, and Booth .. 

With the advent of the television, the technique of voyeurism finds new life . 

People, suddenly, are able to not just watch via words, they are able to watch via their 

own eyes. By clicking a button, people can see, hear, and almost feel the actions which 

are unfolding, as if they, themselves, are present in the room. It removes a great amount 

of the responsibility for what is seen from the authors and transfers it to the pub! ic and 

their choice to watch. Voyeurism has been upgraded and improved. 

In Japanese Anime, voyeurism is remediated and repurposed even further. The 

ability to travel beyond the scope of the real into a world of cartoons and the imposs ible, 

allows people to not only watch what is actually taking place on the screen, but also, 
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people can now move through the minds of the characters as well. To judge the 

characters based upon the culturally accepted notions of right and wrong, as established 

by the Bushido, offerss the audience a unique ability to truly discern who is villain, who 

is hero , and who is just an unfortunate victim of the cruelty of fate's design. 

Fu1ihermore, utilizing semiosis, anime works present the audience with visual clues 

which help to truly decide whether a person is good or bad, and it offers clues as to 

whether the characters have truly embraced the path of righteousness. Now, all that 

remains is to fully understand how voyeurism is used in Japanese anime and how it 

bestows upon the genre a level of prominence beyond anything the founding rhetoricians 

could have imagined . 
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CHAPTER III 

SEPPlJKU AND THE VOYEUR'S ROLE IN 

THE ART OF SELF-DESTRUCTION 

This chapter includes close, analytical readings of one of the most popular 

Japanese anime, Akira Toriyarna's Dragon Ball Z. This anirne is the tale of a young man 

named Goku and his friends and family (see Table 3). The principal characters are 

dedicated fighters who e11joy the thrill of honorable battle and bravely stand in the way of 

those who vio late the basic tenants of the warrior's code of honor, which is closely 

re lated to the Bushido code discussed in Chapter II. 

Table 3:Characters 

Primary Characters of Dragon Ball Z: 

• Goku, A.K.A. Kakarot - The hero of the anime. A physical embodiment of pure 

goodness. 

• Vegeta - An initial villain of the anirne and the Prince of All Saiyans, Vegeta 

spends the series fighting his desire for the life of a villain while corning to value 

the life of a hero. 

• Piccolo - A former villain of the Dragon Ball line, Piccolo spends the series as a 

redeemed villain, sacrificing his own life in a desperate attempt to save the life of 

his only friend. 
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Table 3 ( continued): Characters 

• Gohan - Son of Goku, Gohan possesses superior fighting abilities. Tien - A 

friend of Goku, Tien believes in true honor and is willing to pay any price to 

preserve it , even if that price is his life. 

Patrick Drazen, an anime scholar, initially connects the Bushido code to Japanese 

anirne in Chapter 8 of his book, Anime Explosion. He devotes an entire chapter to 

di scuss ing how characters in some of the mainstream anime and manga
1 

works exemplify 

the code or the Japanese samurai (warrior) and its deterioration over time. While the 

samurai ·s purpose is retained tlu·oughout history, the attitudes towards the warriors did 

change as the need for them to maintain their roles began to erode . 

By the mid-seventeenth century, the Tokugawa shogunate had a firm hold 

on both the imperial court and the daimyo who held the key to local power 

in Japan. Consequently, there was less and less for samurai to do. 

Samurai was a social status, not just a job description, yet some samurai , 

with families to provide for but no battles to fight, had to abandon the 

warrior's life and take up a trade. (Drazen 107) 

With the battle for power and control concluded, the role of the samurai is rendered 

obsolete, for a warrior is not a warrior if there is no battle to fight. As the battles began to 

disappear, the warriors had to find new roles that did not involve the protection of a ruler; 

1 A Japanese graphic novel , which is typically the inspiration for the anime works. 
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many turned to labor for the income needed to feed and care for their families. However, 

as Drazen states, the code of the Bushido cannot be easily abandoned, so it remains a 

component of modern Japanese society. It guides the men of Japan as they strive to live 

in a modern society. 

Among the compensations is the belief that in their own way they are 

carrying on the heroic tradition of the past. Bravery on an exam and 

loyalty to the company aren't exactly the life of a samurai, but they are as 

close as this century will get to the glorious past. Meanwhile, on the 

school bus or commuter train , men and boys can open up a manga 

magazine and sense the connection between their seemingly unheroic lives 

and the lives of the heroes of old. (Drazen 116) 

Though not as glorious as the life of a samurai, the working men in contemporary Japan 

strive to follow the ethical guidelines established by the Bushido. Individuals fight daily 

to embody the strengths of the samurai and succeed in their daily tasks while bringing 

great honor to their families and to their own lives. Moreover, when the working day is 

over, the members of the society immerse themselves in a world of fantasy, manga, and 

animc to watch warriors live through the code. Regardless of how much the Japanese 

people may be separated from their samurai roots, they still believe in the principles of 

the Bushido. 

In many mainstream anime and manga, the villains are often vanquished or 

defeated because of their wi J lingness to defy the code of honor that has been established 
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as the defining feature of the heroes becomes unnecessary. Umberto Eco suggests that 

this expulsion of rule breakers creates a systematically confining environment for the 

characters in which the characters are forced to maintain rigorous adherence to their 

initial classifications: 

The mythological character of comic strips finds himself in this singular 

situation: he must be an archetype, the totality of certain collective 

aspirations, and therefore he must necessarily become immobilized in an 

emblematic and fixed nature which renders him easily recognizable ... 

but, since he is marketed in the sphere of a 'romantic ' production for a 

public that consumes ' romances ', he must be subjected to a development 

which is typical , as we have seen, of novelistic characters. (The Role qf' 

the Reader 1 10) 

Once a character is defined, Eco maintains that it is the purpose of the narrative design 

that he or she maintain and adhere to the archetype that he or she is assigned. The only 

exception to this rule is for a character to maintain an expected level of development that 

is in-tune to the characteristics of romantic theory. However, as anime progresses, 

paiiicularly episodic ones like Dragon Ball Z, the villains are granted a culturally unique 

ability to redefine their roles in the animated society by properly atoning for their failings 

through a glorious forfeiture of their life. Moreover, the heroes are also capable of 

similar acts of sacrifice to cleanse the sins of their comrades and protect the sanctity of 

human life. In anime culture, seppuku or ritualistic suicide is the path to redemption. 
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The voyeur watching events of suicidal redemption unfold is gifted with a unique vantage 

point that enables them to decide whether the character has been redeemed or if the 

atonement is insufficient. 

The purpose of this chapter is to expose moments where the act of voyeurism2 is 

used as a rhetorical tool to help the audience fully understand the character's adherence to 

the code of the Bushido regarding the honorable act of seppuku. Furthermore, this 

chapter argues that the information obtained through the observer's perspective increases 

the imrnersive qualities of the anime, resulting in a more rhetorically stimulating 

experience through an ex posure of secret character thoughts prior to and throughout the 

act of seppuku. The audience weighs this hidden information in addition to the 

character 's ph ys ical and verbal actions when determining the ethical merit of the 

characters' actions. 

In the following chapter, the act of voyeurism will be examined as a rhetorical 

tool capable of executing semiosis within new media teclmologies. The chapter will 

expose moments where the voyeur' s attention to hidden and secretive details provides the 

audience with an ability to recognize moments of character transformation due to 

alterations in the characters' appearance and behaviors. By incorporating the voyeur 

perspective into their watching, the observant audience will be capable of using the 

hidden data and process of semiosis to identify important moments in the anime on a 

narrative level. 

2 This analysis will focus on medi eval voyeurism as it was used in Japanese society, not European society, 
as a tool for judging the legacy and honor of the characters. 
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Rhetorical Analysis of Akira Toriyama's Dragon Ball Z 

Japanese anime works are often divided into sagas, or small stories, in an effo1i to 

emulate volumes of a book. The analysis of voyeurism in anime will focus on examples 

of the rhetorical tool as presented within two of the major sagas3 in Akira Toriyama's 

Dragon Ball Z: the Saiyan Saga and the Maj in Buu Saga. Within both sagas, major 

characters of the series commit acts of seppuku in an effort to uphold the honor of both 

themselves and their comrades. Though the Bushido is never directly mentioned within 

the anime, Drazen's early statement regarding the influence of the Bushido on the anime 

and manga works suggests that the warrior ' s code of the past is used as an inclusive 

literary el ement within anime such as Dragon Ball Z. 

Within the first saga, the Saiyan Saga, Tien and Piccolo, separate acts of seppuku 

(ritual suicide) will be evaluated. Both characters are considered major heroes in the 

Dragon Ball Z series; however, they each have very different reasons for committing 

suicide. Tien does it as atonement for a friend's failure in battle, and Piccolo ends his life 

to protect his young friend who has helped move him from the role of villain to the role 

of hero and to atone for his own evil ways in the previous series, Dragon Ball. In both 

instances, the position of narrative voyeur grants access to their thoughts and reasons for 

committing seppuku. This information is essential as the audience is tasked with the 

' The Dragon Ball series features several sagas that are equivalent to books within a se'.ies. The_ epi so_des 
are equal t~o chapters within the text. Since Dragon Ball Z, alone, features over 276 episodes, thi s project 

will focus on se lect themes within s ix of the sagas. 
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responsibility of deciding for themselves whether the actions are noble and worthy of 

honor and respect. 

The second saga, the Maj in Buu Saga, features another character, Vegeta, and his 

quest for ultimate redemption. In a battle he cannot win, a battle that he caused, he pays 

the greates t sacrifice under the Bushido code. He sacrifices hi s life in a brilliant flash of 

I ight and energy in an effort to atone for his evil ways and to protect the lives of his wife, 

son , and morta l enemy. In this instance, the audience is once again called upon to decide 

whether the sacrifi ce is enough to atone for all the evils committed by the character. In 

the case of Vegeta. hi s ev i I behavior throughout the series must be fully considered with 

hi s reasoning for suicide . While Piccolo had been evil , fans of Dragon Ball Z, who did 

not watc h Dragon Ball, are not aware of hi s transgressions and as a result are able to 

judge him based so lely on what the se ri es reveals. 

In each case, the rhetorical purpose of the audience member is to determine 

whether the characters have properly followed the cultural traditions that still consider 

seppuku to be an honorable means of atonement. The price the character pays for the 

audience to make the decis ion is great because the character must first die, for seppuku 

requires death, not life. Then, the character must be judged by each individual viewer, 

for it is in the eyes of others that true heroes are defined. 

77 



Saiyan Saga: Sacrifices of the Hero and the Redeemed 

The Saiyan 4 Saga is the first saga in the Dragon Ball Z anime line, the next 

generation of stories for characters from the original Dragon Ball. The Saiyan Saga 

focuses on the origins of many of the popular characters from the original franchise , and 

it goes through the process of dealing with the onslaught of a deadly, otherworldly force 

that does not adhere to a code of morality or ethics upheld by the original characters . 

Within thi s saga. viewers are presented with the first occurrence of ritualistic suicide or 

seppuku. 

Acco rding to Nitobc. "seppuku was not a mere suicidal process . lt was an 

inst itution. legal a nd ceremo ni a l. An invention of the middle ages, it was a process by 

which warriors could ex piate their crimes, apologize for errors, escape from disgrace , 

red eem the ir fri end s, o r prove their s incerity" (Nitobe 80). Of course, as admirable as 

se ppuku is to witness, understanding the purpose allows the audience to weigh its 

honorable qualiti es . In the original Japanese texts, this knowledge is granted by the 

voyeuristic persona. The voyeuristic creation of the author would be in the room silently 

watching, li stening to the words and peering into the minds of the characters as they built 

up to and executed the act. In The Taiheiki , one story is told of the Ando Lay Monk, who 

commands his followers to sacrifice their bodies through seppuku to redeem the Lord of 

Kamakura and hi s clan who abandoned their mansion instead of committing honorable 
' ' 

4 The Saiyans are a race of space fi ghters th at possess superior abilities to '.1orrnal figl_1ters. They usually 
possess a tail that grants them the ab ility to turn into ape-like kill in~ rnachme_s when 111 the prese_nce ?fa 
full moon. Goku lea rns at the start of Dragon Ball z that he is a Sa1yan warrior, 01_1e of the last four 111 

ex istence. This fact sets the stage fo r th e universe spanning the Dragon Ball Z series. 
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sacrifice. By cutting their bellies on the ground, the story of fear and dishonor will be 

replaced by a song of bravery and honor~ the lives of the brave warriors redeem the honor 

of the weak warriors. The voyeur presents this information to the audience in an effort to 

help persuade the audience that the act is just and honorable. Without the voyeur to 

relate the events to the audience, the ability to correctly grant honor would not exist 

because no one Ii ved to tel I the tale as it happened. 

As a voyeuristic viewer of anime, the audience is given a similar and equally 

unique vantage point to judge the actions of the cartoon characters and better understand 

why a character mi ght be driven to embrace an act of self-sacrifice for the good of their 

friends or se lf. To miss the scenes, through act of choice or glitch in technology, would 

mean that the audience loses a large sense of understanding as to why the death is both 

necessary and honorabl e. After all, seppuku, if cotTectly and properly executed, is meant 

to be something that a person can admire. The immediacy with which the voyeuristic 

stance provides the audience helps increase the connection to what is appearing on the 

screen and helps the audience stay involved long enough to truly ascertain whether the 

sacrifice meets the expectations of the code of the Bushido. 

Tien 's Seppuku 

In Dragon Ball z. the character, Tien, is driven by his quest for honor. From hi s 

introduction in the original Dragon Ball series, where he revolts against his master who is 

trying to use devious method s to obtain victory in a contest of martial arts to his teaming 

\vith Gok u to confront the evil King Piccolo, Tien constantly fights for the greater good. 

79 



When the Saiyans, N appa and Vegeta, arrive on Earth, Tien is one of the first Z-fighters 

to engage them in battle in an effort to defeat them, or at the very least, keep them from 

destroying the planet while Goku returns from his training with King Kai. 

During the battle with Nappa, second in strength to only Vegeta, Tien's child-like 

friend Chiaotzu attaches himself to the back of the Saiyan and uses a self-detonation 

technique to try and destroy the Saiyan and save the lives of the heroes. The noble act 

has little effect on the giant Saiyan, making Chiaotzu's death a possible waste of effort 

and life5
. Witnessing this sacrifice, Tien vows that he will not let Chiaotzu's sacrifice be 

in vain and desperately engages Nappa in battle, only to be quickly outmatched and 

overpowered by the Saiyan. After Piccolo and Krillin step in to save Tien, before the 

final blow is delivered, Tien gives a brief soliloquy that can only be witnessed in its 

entirety via the omniscient point-of-view of the literary voyeur as previously established. 

Fig. 1 - "Visions of Chiaotzu," Screen Capture from Akira Toriyama's Dragon Ball Z. 

5 The audience must decide whether the act is successful/honorable on their own. The judgment is the 

audience's interactive component of the viewing experience. 
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Stumbling to his feet , Tien begins to remember his life with Chiaotzu, scenes 

from Dragon Ball, beginning with when the two were mere martial arts students through 

Chiaotzu ' s failed self-detonation flood Tien' s mind and subsequently the mind of the 

audience via the voyeur's perspective. He mourns the loss of his friend and the 

sense lessness that Chiaotzu's death carries due to Nappa surviving. The scene goes so 

far as to show Tien seeing Chiaotzu standing in front of him, apologizing for his failure 

in battle and the unworthiness of his act of suicide. Tien pictures, internally, the young 

warrio r apologizing for not being strong enough in his sacrifice to save everyone (see 

Fig. 1 ). 

J\s he begins to move into position to attack Nappa and as he begins to channel 

hi s energy, Tien de li ve rs a pass ionate soliloquy (see Fig. 2): 

TIEN. No Chiaotzu, 

I' m the one who failed you. 

I should have protected you, 

But, I promise, 

I' m going to make it up to you, 

Right 

Now. (Tien begins to channel his kai (life energy)) 

I' 11. .. be with you again ... soon ... Chiaotzu. ('Tien Goes All Out!") 
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Fig. 2 - "Tien's Act of Seppuku," Screen Capture from Akira Toriyama's Dragon Ball Z. 

Firing a tri-beam attack, powered by every drop of his life force that he could muster, 

Tien attacks Nappa with a blast that far exceeds anything exhibited by the more powerful 

Z-fighters . Nappa is hit directly by the blast and a large cloud of smoke fills the air 

formerly occupied by the Saiyan; it appears that Tien was successful. Sadly, appearances 

can be deceiving; Nappa, at the last moment, manages a defensive position that allows 

him to escape the blast with only minor cracks in his armor. Tien, who channeled his 

entire life force into the blast, collapses saying, "No ... I failed, again" before he 

tragically dies. His act of noble sacrifice, his act of seppuku to redeem his fallen friend 

fai led to net the results which were intended. The audience must now decide if the 

sacrifice was honorable. 
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Analyzing Tien 's Seppuku 

T he voyeuristic observer is utilized throughout both European and Japanese cultures as a 

rh etorical technique to grant the audience access into the recesses of a narrative which the 

audi ence would not normally witness. Whether the purpose is to fill in unknown blanks 

to preserve the author's immortal soul or to uphold standards of honor in a culture where 

actio ns are the basis for heroic merit, the voyeur is used to show that which would not 

normally be visible. Within the realm of Japanese anime, voyeurism offers the audience 

an opportunity to direc tl y choose what to witness and how to process the information 

they choose to vie w. 

Within the medi eva l Bushido culture of Japan, ritualistic suicide was a common 

practice for solving a wide-array of soc ieta l issues. As was earlier stated: "seppuku was 

not a mere suicidal process ... it was a process by which warriors could expiate their 

crimes, apologize for e rrors, escape from disgrace, redeem their friends , or prove their 

s incerity" (Nitobe 80). Presently, the warrior code is no longer one hundred percent 

permitted by law. Suicide is viewed as a societal taboo, and the loss of life, even to 

preserve the life of innocents is not viewed as a proper trade. However, as Drazen 

mentions in Anime Explosion, the modern Japanese culture actually embraces the 

traditions of the Bushido, and they find pleasure and enjoyment in watching warriors 

fully li ve according to the code, without any taboos interfering. Suicide, therefore, when 

committed under the principles of seppuku is something of great interest to the viewing 

audience. 
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The voyeuristic gaze is used by Toriyama to grant the audience an opportunity to 

witness, understand, and weigh the power of Tien's sacrifice. In the case of Tien's act of 

seppuku , the self-destructive act is an attempt to accomplish two primary goals: redeem 

Chiaotzu and redeem himself for his own short comings in the battle with the Saiyans. 

Changing the channel, fast-forwarding through the explorations into Tien's mind, or 

choosing to not fully pay attention to Tien's inner struggle augments the audience's 

understanding of the story that is being told because the information revealed by the 

voyeur presents Tien 's reasons for seppuku. Without the information, the audience is 

incapable or completing a thorough analysis of the act in an effort to judge its merit. 

James Phelan writes: 

In a so liloquy addressed to the audience, the narratee and the ideal 

narrative audience will coincide; these roles will converge with that of the 

narrative audience to the extent that the observer can share in the 

assumptions the soliloquist makes about the audience's beliefs, 

knowledge, and values. (Narrative as Rhetoric 146) 

To ignore the soliloquy that is delivered prior to Tien 's act of seppuku is to completely 

miss an oppo1iunity to understand and connect with Tien's importance within the world 

and the value of his sacrifice. Therefore, it is possible to conclude that the observer 's role 

within this section of the anime is to connect the emotional and ethical knowledge of the 

audience to the logical argument for Tien's seppuku. Just having Tien kill himself 

without the passionate moments which are only viewable through the eyes of someone 
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who is not present (none of the Z-fighters know what he is saying or thinking) would 

remove all justification for the act. The audience would merely see him shooting his 

energy bolt and dying. Seppuku would never be justified because the reasons for Tien's 

suicide are needed to determine its merit. Through the insertion of the voyeuristic 

perspective, the audience is given enough detail and information, so they may be judge, 

jury, and advocate for the character as they decide the respectability and nobility of the 

suicide. Thi s judgment relies entirely upon the audience ' s own rhetorical knowledge. 

Control over the ethical judgment of the character as exhibited by Toriyama 

greatl y increases the immersi ve qualiti es of the text. Discussing the act of emotional 

immersion, Mari e-Laure Ryan , a scholar studying immersive narrative structures, states 

that: 

Narratorial omniscience and the techniques of internal focalization allow a 

greater intimacy with the mental life of fictional characters than with the 

thoughts or emotions of real-life individuals. Whether or not we like to 

admit it, voyeurism has a lot to do with the pleasures we take in narrative 

fiction: where else but in a novel can we penetrate into the most guarded 

and the most fascinating of realms, the workings of a foreign 

consciousness? Though we are more likely moved by real events than by 

imaginary ones, we are also more likely to be affected by what happens to 

people we know than by the fate of strangers; and by virtue of the 

authority of fictional discourse we know certain fictional characters ... 
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better than they know themselves, perhaps even better than we can ever 

hope to know ourselves. (Ryan 149-50) 

The steady observer of the original series, Dragon Ball, beginning with Tien's journey 

through hi s act of seppuku in Dragon Ball Z, would have witnessed the depth of his 

character before hi s death. The informed audience knows of the hero's dedication to 

honor and integrity, even to the point that he willingly abandoned his martial arts master 

because he refused to cheat in competition. Tien 's temper and focus in times of great 

duress is only exceeded by his pass ion for justice. Knowing this information, the 

audience that knows Tien before Dragon Ball Z is possibly capable of guessing the 

reasons for Tien 's death; however, as many young scholars are taught, leaving analysis 

and audi ence interpretat ion to the audience is asking for misunderstanding and confusion. 

The onl y way to truly let the viewers know Tien 's reasons for killing himself is to give 

them a way to witness his words and thoughts before the moment of sacrifice. 

Reflecting on the sequence of events prior to Tien 's death, Chiaotzu 's suicide, is 

intended to prevent his friends from having to endure the pain and suffering of one of the 

two Saiyans. Had he been successful in his endeavor, the threat would have been 

removed; however, the audience quickly realizes the futility of the young prince's death 

when Nappa success fully defends himself from Chiaotzu's explosive death. Having 

journeyed along with Chiaotzu and Tien from their initial inception in the Dragon Ball 

anime, the audience's connection to the character is strong enough that the unsuccessful 

sacrifice is piti ed. 

86 



However, the observer is then granted access to the thoughts and actions of Tien' s 

character. Feeling as emotionally frustrated as Tien, the audience is provided with an 

opportunity to draw closer to the character when he proclaims that he would avenge his 

fal Jen comrade by destroying Nappa with every last ounce of his strength. Through his 

internal soliloquy. Tien volunteers to serve as the audience's vengeance upon the Saiyan. 

The audience may not be able to physically destroy Nappa, but by supporting Tien, by 

focusing their emotion behind his actions, they are able to remove the glass wall for a 

moment and merge their emotional empathy and need for vengeance with Tien's. This 

leve l or immersion is similar to what James Phelan describe as the power of the narrative: 

I ndced. the oft-discussed instances of people leaping upon the stage to 

stop the action are, in these terms, examples of what happens when we 

enter so deeply into the narrative audience position that we fail to maintain 

our simultaneous participation in the authorial audience. This role is 

clearly distinct from that of an enunciatee or "naITatee," someone 

addressed by a speaker. (Narrative as Rhetoric 145) 

The voyeur is an extremely powerful rhetorical tool capable of immersive levels far 

beyond a standard first-person narrative that lacks the voyeuristic observer. Within the 

Saiyan saga, Tien· s act of seppuku gives evidence to voyeurism being a literary tool that 

presents the audience with an ability to pass judgment on Tien ' s actions according to the 

Bushido code' s definition of acceptable suicide. Not having the ability to witness his 

soliloquy or the story up to that point would greatly diminish the audience 's ability to 
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understand the logical reasons for Tien's actions or make a rhetorically sound argument 

in favor of his act being honorable. 

Piccolo 's Scppuku 

The character of Piccolo begins a dramatic change from villain to hero in the 

Saiyan Saga, the first episodes of the Dragon Ball Z series. In the beginning of the saga, 

Pi ccolo and Goku team up to defeat Goku ' s older Saiyan brother, Raditz. Through their 

battle, Piccolo is granted the opportunity to finally defeat and kill Goku as Goku keeps 

Radit/ in a martial arts hold that will give Piccolo an opportunity to defeat the Saiyan 

ri\·al with an energy blast through the chest of the Raditz (a blast that will also penetrate 

Goku. too\ Piccolo takes the opportunity and finally is given a chance to destroy his 

long time rival; however, the method used to produce that end does not please Piccolo. 

First, Goku nobl y sacrifices himself to save the entire planet (Piccolo included). Second, 

Goku is not defeated in honorable combat; he dies as a by-product of another battle and 

hi s own willingness to sacrifice himself for the greater good. Third, Goku ' s death sets in 

motion a countdown to the arrival of a greater pair of Saiyans (Nappa and Vegeta). For 

Piccolo, the victory is no victory because he did not defeat Goku in a fair fight. The only 

way to ensure that he can have his vengeance is to ensure that the Saiyans fall , so he 

kidnaps Goku 's son , Gohan, and takes him to a remote area for combat training. 

<, It should be noted that in the original series, Dragon Ball, Piccolo is Goku 's enemy. For Goku the rivalry 
is simply a ch ance to test hi s strength , but for Piccolo, the rivalry is one that can only be concluded by the 

death of either Go ku or Piccolo . 
88 



Throughout the training, Piccolo begins to discover a level of compassion and 

devotion that he never knew. From providing Gohan with food (without Gohan 

knowing) to providing him with clothing and a weapon to survive the wilderness, Piccolo 

becomes a surrogate parent for the young Saiyan. Through this compassion and 

devotion , Piccolo begins to change; he becomes kind , caring, and dedicated to the 

Bushido code. 

After Tien' s death , Picco lo and Krill in decide to take the fight directly to N appa. 

After several failed attempts to topple the Saiyan, the two are temporarily grounded. 

Wh il e they are recovering from their attacks, Nappa decides to attack Gohan directly. 

Chargi ng towards the cowering Saiyan child (see fig. 3 ), Nappa is caught off-guard when 

Gohan, in a brief moment of bravery and strength, kicks the giant Saiyan in the head, 

sending Nappa through a mountain. Nappa emerges from the resulting rubble furiou s 

over the attack and states, "You, I' Jl kill you!" ("Nimbus Speed") With this act, 

Pi ccolo's path to seppuku is set in motion. 
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Fig. 3 - "Gohan's Fear," Screen Capture from Akira Toriyama's Dragon Ball Z. 

[Nappa begins to channel his energy.] 

[Gohan panics, holding his hands near his face as he shakes with fear.] 

PICCOLO. Oh, No! 

Fig. 4 - "Nappa's Blast," Screen Capture from Akira Toriyama's Dragon Ball Z. 
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[Piccolo then flashes back to when he trained Gohan.] 

GORAN. [Just after being kidnapped by Piccolo] where's my dad? 

[Eating the apples that Piccolo secretly provided him] this is sour. 

HeHeHe [Laughing with huge welts on his face.] 

[Cuts back to Piccolo running frantically towards Gohan.] 

PICCOLO. Gohan, No, Noooo! 

[Returns to the flashbacks.] 

PICCOLO. [talking to a sleeping Gohan] until now, training you was out 

of vengeance, making you worthy enough to be my opponent, but . .. 

something' s changed. No matter what happens to you, Gohan, I will 

always be there to protect you. ("Nimbus Speed") 

Fig. 5 - "Piccolo's Act of Seppuku," Screen Capture from Akira Toriyama's Dragon Ball Z. 

Piccolo positions himself in the path ofNappa's blast (see fig. 4), preparing to sacrifice 

himself for the young child. At this moment the audience must wait to see what happens, 
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for the conclusion of this act of seppuku is in the next episode. As Piccolo screams in 

agony as the blast intended for Gohan rips through his body, the audience witnesses 

another act of seppuku (see fig. 5). That established, the transcription continues with the 

episode "Goku 's Arrival" (see fig. 6). 

Fig. 6 - "Still Standing," Screen Capture from Akira Toriyama's Dragon Ball Z. 

GOHAN. Piccolo? 

PICCOLO. It's okay kid; no sweat! 

[Piccolo then falls to the ground.] 

GOHAN. No Piccolo, you can't be hurt. We need you! 

PICCOLO. I'm not going to make it. It's up to you. You must stop them. 

GOHAN. Piccolo. Hold on just a little longer, my dad's coming! He'll 

save us. Just hold on .... 

PICCOLO. It 's ironic, isn't it? After all my years of training to defeat 

your father, I go out like this, trying to save you, his son. 
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GOHAN. Piccolo ... 

PICCOLO. Gohan, you're the only real friend that I've ever had. I want 

to thank you. 

GOHAN. Just hold on a little longer. 

[Flashback to Gohan's training, again] 

PICCOLO. I still remember the first day I brought you here. You were 

small, helpless. You've changed so much since then. The harder 

things got, the more determined you became. The more dangers you 

faced, the stronger you grew as a warrior. I know I was hard on you, 

but it was for your own good. You're like the son I never had. I'm 

proud of you. 

GOHAN. No, please. 

PICCOLO. Goodbye my friend. [dies] (see fig. 7) ("Goku's Arrival") 

Fig. 7 - "Piccolo Dies," Screen Capture from Akira Toriyama's Dragon Ball Z. 
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The theme of self-sacrifice, seppuku, is one that is firmly embedded within the 

major battle of the Saiyan Saga; however, not all sacrifices are made for the same reason. 

Moreover, the character of the sacrificial individual can create different reasons and 

outcomes for the seppuku. Piccolo, the main villain of the earlier Dragon Ball series, 

offered his life in an act of seppuku; however, unlike Chiaotzu and Tien, Piccolo was not 

always a hero of the series, so his death has multiple repercussions for his honor. 

Fundamentally, there are several key differences between the death of the first two and 

the death of the latter. For one thing, Tien and Chiaotzu are always series heroes. The 

pair operates under a code of Bushido honor and integrity; they dedicate their lives to the 

protection of the weak and the perfection of their own fighting skills. Moreover, the two 

never harbor a passion for revenge and retribution. Piccolo, on the other hand, was the 

ultimate vi I lain of the previous series, and along with the destruction of many individuals 

for selfish reasons, he also harbored a great amount of hatred towards the only person to 

ever defeat him completely, Goku. 

Piccolo's actions in Dragon Ball Z, saving Gohan's life, helping Goku defeat 

Raditz (Goku ' s brother who was seeking the destruction of the Earth), and training 

Gohan were all a part of Piccolo's plan to one day obtain victory over Goku. As he is 

dying, Piccolo reaffirms this fact when he tells Gohan that, "Until now, training you was 

out of vengeance . ... " ("Goku Arrives"). Piccolo ' s purpose changes only through the 

training of Gohan. His sacrifice marks the true changing point for his character, but to 

truly understand that fact and to understand why Piccolo sacrificed himself, the voyeur ' s 

94 



perspective is once again needed. The audience must know what it should not have the 

abil ity to know. The hidden must be seen. 

Analyzing Piccolo ·s Seppuku 

The events surrounding Piccolo 's seppuku are similar to Tien' s; however, 

Piccolo 's death reli es more on visual images and less on words. To understand the 

reaso ning for Picco lo's suicide, the observer perspective is a mandatory rhetorical tool. 

Piccolo does not have time to speak his justifications, nor does he really have time to 

deli ver an emoti onal. outspoken so lil oquy similar to Tien's. Piccolo has a split second to 

dec ide because Nappa · s at tack is headed towards Gohan, and it will destroy him in mere 

seco nd s. 

Since Pi cco lo cannot say why he is killing himself, and Toriyama cannot risk 

speaking when he has never sa id a word before, he needs a way to gain access to 

Piccolo's mind and di splay what he is thinking. Once again, the unrestricted voyeur is 

the perfect device. Unnoticed and unobstructed, the voyeur begins to reveal Piccolo ' s 

secret thoughts. As he is running toward Gohan, the audience sees Piccolo, a former 

villain and being or limited emotions, thinking about his young pupil with fondness and 

adoration. Rather than running to deflect the blast, rather than using the opening to attack 

Nappa and poss ibly secure victory, Piccolo is using his protective instincts to save the 

only person he considers a fri end , a student, and a son. 
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Knowing this information, the audience is able to judge that whatever happens 

next Piccolo gave his life for pure reasons. While not a soliloquy similar to Tien' s, the 

images do present a quasi soliloquy filled with as much information as Tien 's verbal 

discussion. Again, Phelan: s statement regarding the strength of the soliloquy comes into 

play . Through the image-based soliloquy the audience is able to connect rhetorically 

with Piccolo, and as a result , the merit of his seppuku will be weighed similarly to Tien's. 

Piccolo 's primary difference from Tien, however, is that Piccolo was able to 

spea k after he committed the act. As he is dying, Piccolo takes a few moments to convey 

hi s emotions to Gohan. He reveals that though Gohan's training was intended as 

revenge, the tim e the two spent together training changed Piccolo. Instead of viewing the 

child Saiyan as a rival or a trophy, Piccolo began to view him as a friend and son. 

Through the entire act, the audience witnesses how the emotional bond between Piccolo 

and Gohan serves as the final component in Piccolo's redemption character. From a 

villain consumed by hate and a desire for destruction, Piccolo transfonns into a person 

who is capable of friendship and true honor. The audience not only sees him die, they 

also see him reborn through his act of seppuku. It is with Piccolo as it is with Tien; 

without the audience being granted the ability to watch the honorable act, the suicides 

would have just been viewed as another set of random deaths. 
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Maj in Buu Saga: Redemption of the Fallen 

Vegeta 's Trial by Seppuku 

Much like the previously discussed villains, Vegeta and Nappa, Maj in Buu is a 

creature of immense power that must be confronted by the Z-fighters. Unlike any fighter 

previously engaged, Maj in Buu possesses a childlike disposition and an enjoyment of 

fighting that makes him, in many ways, very similar to the character of Goku. Controlled 

by the wizard Babidi, Maj in Buu is ordered to decimate the human population, starting 

wit h the individual s who have caused Babidi his most recent agboravations Gohan Goku ' ' ' 

and V cgcta. Th is order leads to one of the final acts of seppuku in Dragon Ball Z. 

ln the first occurrence, Tien sacrifices hi s life in an effort to seek revenge for his 

fall en friend, Chiaotzu. The act is noble, and viewing his thoughts as he made his 

sacrifice, the viewer is able to closely admire his actions and respect the outcome because 

the Bushido code of honor is upheld. The second occurrence of seppuku was equally 

dramatic, and it was also a major turning point for one of the original villains of Dragon 

Ball Z, Piccolo. Piccolo forfeits his life for the life of Gohan and in the process atones for 

the sins that have long since been forgotten by viewers of the anime. Through his act of 

seppuku, he also seeks to vanquish an insurmountable foe; however, unlike Tien, whose 

act is viewed as revenge or Piccolo whose act is viewed as a noble sacrifice, Vegeta' s 

suicide is an act of atonement. 

Earli er in this chapter, seppuku is defined as a component of many different goals. 
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It was an institution, legal and ceremonial. An invention of the middle 

ages, it was a process by which warriors could expiate their crimes, 

apologize for errors, escape from disgrace, redeem their friends, or prove 

their sincerity .... It was a refinement of self-destruction, and none could 

perform it without the utmost coolness of temper and composure of 

demeanor, and for these reasons it was particularly befitting the profession 

of the bushi. (Nitobe 80) 

For followers of Dragun Ball Z, the character of Vegeta had undergone a very large 

metamorphosis throughout the anime. From the role of villain to the role of reluctant ally 

to the role of martyr to , finally, the role of reluctant Earthling, Vegeta has been in a 

constant state of change as he seeks hi s place as a Z-fighter. In the Maj in Buu Saga, 

Vegeta, realizing his level of domestication and reform, laments his glory days and opens 

the door for hi s mind to be controlled by an evil wizard, Babidi. For the sole purpose of 

helping Vegeta forget the ties that he had made and rekindle his evil nature. 

Once his powers are augmented, Vegeta demonstrates his awakened passion for 

battle and carnage by killing a large number of defenseless Earthlings in the hopes of 

fighting Goku. His wish is granted. Goku cannot stand idly by and let Vegeta kill 

innocent people, so he accepts the challenge. The pair begins a fight that allows Maj in 

Buu to charge hi s powers to full capacity and wake from his hibernation. The price of 

this carelessness and selfi shness on Vegeta's part is extreme. Maj in Buu quickly defeats 

Gohan and Supreme Kai (God), and sets hi s sights on destroying all of mankind. Vegeta, 
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sensing what has occurred, assumes that Gohan is dead and seeks revenge against Majin 

Buu for what has transpired. His anger and blame are directed at Buu, but the voyeuristic 

observer also hears a soliloquy where he offers his apology to Gohan for releasing Majin 

Buu7 before he begins his fight with Majin Buu (see Fig. 8). 

Fig. 8 - "Majin Buu," Screen Capture from Akira Toriyama's Dragon Ball Z. 

After a lengthy battle with Maj in Buu, Vegeta eventually finds himself in a rather 

unfortunate position. For many scenes, he poured every ounce of his strength and combat 

knowledge into the fight with Majin Buu. Unfortunately, every single attack did little 

more than aggravate Majin Buu, thereby causing more damage to Vegeta's body (see Fig. 

9). Realizing that there is no hope for his family and friends, and finally acknowledging 

that it is wholly his fault that Majin Buu was able to be successfully revived, Vegeta 

makes a very selfless decision, for the first time in his life. 

7 Vegeta believes that Majin Buu has killed Gohan. 
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Without knowing what Vegeta' s course of action will be, the audience gets a 

minor glimpse into the possibility seppuku when Piccolo and Vegeta speak just before 

Vegeta takes action: 

VEGETA. It's time, hurry. 

PICCOLO. You'll die; you know that. 

VEG ET A. There is one thing I ' d like to know. Tell me, will I meet that 

clown, Kakarot8 in the Other World? 

PICCOLO. I' m not going to lie to you Vegeta, although the answer may 

be difficult for you to hear. This is the truth ... Goku devoted hi s life 

to protecting the life of others because of his selflessness; when he 

died~ he was allowed to keep his body and travel to King Kai 's planet. 

You, on the other hand , have spent your life in pursuit of your own 

se lfish desires; you've caused too much pain. When you die , you will 

not receive the same reward. 

VEG ET A. Oh well, so be it. 

That wi 11 be all, get out of here ... and hurry. 

("Final Atonement") 

Vegeta 's one great obsession throughout the series has been to compete against Goku in 

true combat unti I one of them is finally declared the victor. The only wish that Vegeta 

makes of Piccolo, when Piccolo reveals Vegeta 's death as the outcome of what is about 

8 
Kakarot is Goku 's Saiyan name . 
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to happen, is to know what fate awaits his soul. Even in the face of a lack of immortality 

and a loss of his ability to ever truly best Goku, Vegeta is determined to ensure that Earth 

is safe, Gohan avenged, and his sins repaid, even if the cost is his own life. 

Fig. 9 - "Vegeta Beat," Screen Capture from Akira Toriyama's Dragon Ball Z. 

As Majin Buu returns to the battlefield, Vegeta sends Piccolo, Trunks, Goten, and 

Krillin away from the area in preparation for what will happen next, and then, he begins 

his final atonement through the selfless act of seppuku, which can only be understood by 

the voyeuristic observer. It is a moment that emotionally and visually draws the audience 

into the episode, through the barrier created by the television's glass, and past all the 

obstacles between reality and fiction (see Fig. 10). 

[Speaking to Maj in Buu] 

VEG ET A. You are a fool, I'm going to crush you and throw you into the 

wind. 
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[Speaking to himself] 

VEG ET A. Trunks, Bulma, I do this for you, and yes, even for you, 

Kakarot. 

("Final Atonement") 

Fig. 10 - "Vegeta's Final Words," Screen Capture from Akira Toriyama's Dragon Ball Z. 

Vegeta, with these final words, concentrates all of his power and releases every drop of 

power within his body in a mighty, blinding explosion that appears to remove every trace 

of life in the area around him. Screaming in tremendous agony and with full remorse, 

Vegeta's body disappears in a flash of light which envelops the entire screen 

(see Fig. 11). When the dust settles, all that remains is a stone-like statue that is quickly 

dispersed by the wind. V egeta is gone, and his atonement is complete 
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Fig. 11 - "Final Atonement," Screen Capture from Akira Toriyama's Dragon Ball Z. 

The true testament to the selflessness ofVegeta's action and the revelation that it 

is not merely an act of convenience, which Nitobe attributes to an act of cowardice is 

information gained through the position of the voyeuristic observer. Note, all life in the 

area of Vegeta was destroyed in the blast; save Maj in Buu, who survives, could withstand 

the energy release by Vegeta's act of seppuku. Quoting an unspecified priest: '"It is a 

brave act of valor to condemn death, but where life is more terrible than death, it is then 

the truest valor to dare to live"' (Nitobe 87). Suicide, for one following the Bushido 

code, was admired when executed correctly, but to waste life needlessly, for cowardly or 

selfish reasons, was to gain no honor. Vegeta's act, as is reveled through his brief 

internal commentary, was committed in an effort to atone for his contributions to Majin 
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Buu 's revival and to protect the lives of those he cared about the most. It was an act 

devoid of any personal, selfish gain, and due to the knowledge gained during that brief 

scene. the audience was able to judge it for the noble gesture that it was. 

I royeur Seeks A lonemenl 

In an earlier section of this chapter, the Bushido tradition of seppuku is explored. 

Acco rding to N itobe, ritualistic suicide is a device used under extreme circumstances to 

redeem or prese rve the honor and integrity of a warrior committing the deed or those that 

the ,va rri or respec ts and values. Within the code of Bushido, ritualistic suicide is useful 

for redeeming virtually any sin that one can imagine, much like taking sacrament in 

Chri stian-based reli gions. Seppuku washes away transgressions, shames, dishonors, and 

fai I ures with the shedding of blood and the physical display of the deepest recesses of the 

warrior's so ul and bod y. 

However, much like Christian theology, the act is only considered to be 

successful and honorabl e if the warrior truly follows the code and only commits the ritual 

for nobl e reasons 9 . To determine the merit, the worth of the act, and to ensure that the 

honorable as well as dishonorable deaths are properly identified, the culture presents 

people with an opportunity to decide the fate of the warrior's soul and the worthiness of 

their sacrifice through stories which grant the reader an opportunity to truly know what 

9 Nitobe states severa l times over that many of the younger warriors in the Japanese culture had a habit of 
spillin g th eir inn ard s fo r the glamor that such a death meant to t~eir age group. N~ve,theles_s, ~uch a 
suicida l act was often looked upon by the older warriors, who did not carel ess ly give up their lives, as 

di shonorab le and a waste of human life . 
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the characters are feeling and thinking throughout the stories of their sacrifice. The 

voyeuristic stance is often needed to determine whether the warrior's acts when 
' 

committed for the forgiveness of transgressions or personal failure, are worthy of the act 

of seppuku. 

In the Dragon Ball Z episode, "Final Atonement," Vegeta completes an evolution 

that has been in progress since the Saiyan saga. Initially a ruthless, uncaring, hea1iless 

warrior who feasts on the pain , agony, and death of his victims, Vegeta steadily evolves 

into a character who embraces the pure qualities of the Bushido: he fights for honor, 

integrity , the protection of the innocent, and he even manages to create a family to carry 

on hi s legacy to future generations. He evolves through carefully designed steps taken by 

Toriyama in an effort to highlight the struggles that accompany a journey from dark to 

light. 

Unfortunately, Vegeta's lust for battle and desire for his glory days causes him to 

slip into a destructive downward spiral which includes allowing his mind to be controlled 

by an extraterrestrial wizard, systematically murdering a stadium of innocent individuals, 

and single-handedly ensuring the release of the seemingly unstoppable Maj in Buu as a 

direct effect of his insistence to fight and battle Goku. His downward journey only stops 

when Goku, in the midst of battling Vegeta, refuses to believe that Vegeta has turned his 

back on all that he has embraced over the years. Goku refuses to let Vegeta accept that 

darkness is more important than his loved ones. Over the course of their battle, Vegeta 

comes to realize how much he has come to cherish his new Bushido-guided existence, 
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and as a result, he decides to make atonement for his selfish actions by destroying the 

monster any way he can. 

As the discussion within this chapter explains, nothing Vegeta attempts stops the 

monster. For a couple of episodes prior to "Final Atonement," the observer at home is 

privy to Vegeta's thoughts and frustrations as he pours his heart into the battle with Maj in 

Buu only to have every attack fail. Following a moment where he is completely 

overpowered by the monster ( and rescued by his son), Vegeta realizes that the best 

chance to destroy the monster, the symbol of his great failure to uphold his coveted 

Bushido values, is to detonate every ounce of energy in his body and unleash a wave of 

destruction that will destroy every living thing within range, including himself. 

Up until this moment, the voyeuristic perspective granted the audience minor 

glimpses into the sincerity of Vegeta's desire to destroy the monster; however, as Vegeta 

speaks with Piccolo regarding his plans, the audience is able to sense the desperation, the 

frustration, and the sorrow within Vegeta's heart. He painfully reveals that he feels 

directly responsible for the destruction of Gohan, the release of Maj in Buu, and the 

multitude of deaths that occurred at his hands. Now, through this act of seppuku, he 

seeks to pay for all of his sins by removing the monster at the cost of his own life. As 

everyone leaves the area and Vegeta begins to channel his energies, he presents a final 

soliloquy, a dedication of his actions to his family and his nemesis Goku. Then, the 

audience witnesses the death of Vegeta and is given the time between episodes to weigh 

whether the suicide was sufficient to redeem him and pay for all of his transgressions. 
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Once again, Toriyama utilizes the soliloquy as a tool to create a highly immersive 

environment for the observers, so the audience will be able to judge the sacrifice of 

Vegeta using every aspect of their humanity to decide the level of honor to be granted as 

a result of the act of sacrifice. As James Phelan states, the soliloquy is useful within a 

rhetorical narrative because it creates a sense of connection between the audience and 

Vegeta on an emotional, intellectual , and ethical level, giving the audience a sense of 

immersion which compels them to act directly in favor, or disgust of a character. Within 

thi s epi sode, Tori yama appears to be seeking the same goal. Toriyama has created an 

emotional connection to Vegeta 's mind , heart, and soul through the character's journey in 

/Jrogon /3al/ Z. Tori yama accomplishes this connection using the voyeuristic observer as 

a too l to increase immersion. 

The result regardless of the audience ' s judgment, is a highly involved cinematic 

event which increases immersive connections between the audience and the work. The 

observational perspective within this saga is a necessary component because without its 

presence, the final judgment has to be made without a complete understanding of 

Vegeta 's reasoning for choosing to commit suicide. Moreover, the audience would not 

have a vested interest in the piece or a reason to follow the theatre observer in Phelan 's 

text and jump up on the stage and intervene on the behalf of Vegeta. Without being a 

true voyeur and maintaining the transfixed gaze on the screen, the audience misses 

Vegeta' s purpose, which according to Bushido traditions makes his sacrifice a noble, 

worth y ac t. Without the evidence presented by the rhetorical tool of the voyeur ' s 
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perspective, Vegeta' s sacrifice amounts to little more than an act of dramatic flare devoid 

of any seductive qualities 

Final Thoughts 

To trul y adhere to the rules governing seppuku, the individual committing the act 

must be of a pure heart and acting upon pure intentions. Pride, jealousy, vengeance, and 

other negati ve emotions are not permissible. Revisiting what Nitobe writes regarding 

seppuku. '· It was a refinement of self-destruction, and none could perform it without the 

utmost coo lness of temper and composure of demeanor, and for these reasons it was 

particularly befitting the profession of the bushi" (80). To truly understand if a character 

within a narrati ve is ad hering to these principles, one must know not onl y what is visible 

from the outside view. Rather, one must be able to access the hidden, secret thoughts of 

the indi vidual in order to judge the truth behind their suicide. The audience that judges 

the character and decides the worthiness of the suicide must know the hidden thoughts 

that hold the key to truly understanding why seppuku is an appropriate action. The 

voyeur provides thi s information. 

In the cases of Tien, Piccolo, and Vegeta, the characters each had internal motives 

for why they decided to kill themselves. True, each character also expressed some 

outward emotions regarding their decision to die, but each presented the most compelling 

proof during moments when 110 one, save the voyeur, could witness. Without the voyeur, 

the audi ence would not be privy to this proof, and the resulting judgments on the 

characters would be based upon impartial , dated information. By invoking the voyeur, 
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Akira Toriyama ensures that the characters' acts of seppuku are properly considered, so 

the audience will have a greater chance of deciding to support or condone the acts based 

upon all the facts. Rhetorically, the voyeur is a powerful tool which gives the audience 

the simulated feeling that the author is not there pulling the strings, when in fact, the 

author is the one who chooses to use the voyeur in the first place. He just uses the voyeur 

when the audience is not looking. 

109 



CHAPTER IV 

EVEN IF THEY ARE ANIMATED, IT'S STILL LOOKING: 

SUPER SAIY AN ASCENSION THE SIGNS OF A HERO 

Voyeurism and the Quest for the Signs 

The study of semiotics, or the science of signs, is an essential, though often 

ignored, component of rhetorical analysis. The interconnectedness between sign meaning 

and rhetorical effectiveness is worthy of consideration, especially when the voyeur is 

included as a rhetorical tool. In Out q/Chaos, William E. Tanner says: 

Semiotically, information -- verbal or non-verbal - may be understood as 

an exchange of signs among interested or even acquiescent participants. 

An interactive, dynamic paradigm for a communication act, like the one 

Umberto Eco proposes in The Role (~lthe Reader ( 14 ), allows for a 

doubling back of each of the features. This dynamic process is non-linear 

and folds back on itself in a cyclical pattern such as that of kneading 

dough. Hence, an essential question in sign exchange becomes not 

discovering meaning but discovering processes through which signs 

circulate and influence changing dynamic features. ( 40) 
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The process of transmitting logical information, logos in rhetorical studies, from author to 

work to audience is aided by the exchange of symbolic information. Visual semiosis is a 

viable form of information distribution largely because it presents the information in a 

manner which insures that the audience is capable of reaching the author's intended 

conclusion through their own efforts, validating the results at the same time that they are 

presented. As Charles Peirce suggests, semiotics creates a scientifically justifiable 

exploration into literary and rhetorical analysis that is devoid of absolute reliance on 

emotional interference. 

In Akira Toriyama's Dragon Ball Z, the audience is largely immersed in the 

actions on the screen for emotional reasons. The adrenaline which flows through the 

veins of the viewers as the characters fight, fly , explode, and die is something that 

overwhelms the logic of the piece. While many cartoonists, filmmakers , or authors 

would be content with thi s driving force behind the marketability of the works
1 

being 

viewed, Toriyarna appears not to be as satisfied. Within his anime, Toriyama places 

visual signs that the audience may view with the help of the voyeur persona. These signs 

allow the audience to recognize when certain landmark events in an effort to support the 

logical des ign of the ani me. The voyeur as a tool for successful semiosis is certainly a 

rhetorical tool which must be examined. 

i See the di scuss ion of Susan J. Napier 's position on this fact in Chapter II's section entitled,"Voyeurism 

Remediated as a Rhetorical Tool in Japanese Anime." 
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The Signs of a Hero 

Namek and Frieza Saga - Goku's Ascension 

Namek Saga 

The Namek Saga and the Frieza Saga, the follow-ups to the popular Saiyan Saga, 

fol low Goku, Gohan, Krillin, and Vegeta on their quest to obtain the seven dragon balls 

from planet N amek. The last saga left the Z-fighters: Tien, Chiaotzu, Yamcha, the first 

Z-fighter to die at the hands of the Saiyans; and Piccolo dead after their unsuccessful 

battle with the Saiyan Nappa. Unwilling to leave their comrades in the afterworld 

following their brave sacrifices in battle, the decision is made to send Krillin, Bulma, and 

Gohan to Namek to obtain the dragon balls to wish the Z-fighters back from death while 

Goku recovers from his fight with Vegeta. At the same time, across the universe, Vegeta 

barely manages to pilot his space-pod to a planet where he is placed in a rehabilitation 

chamber that heals the wounds sustained in his decisive loss to Goku, Gohan, and Krillin. 

A ltcr he wakes, Vegeta learns that Frieza, his boss and sworn enemy, has departed with a 

team to claim the Namekian dragon balls for himself. Quickly, Vegeta plots an 

immed iate course for the planet Narnek, setting the stage for an adventure that does not 

reach its conclusion until the end of the Frieza Saga. 
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Fig. 12 - "The Ginyu Force," Screen Capture from Akira Toriyama's DragonBal/ z. 

After a long series of plot shifts, the series finds Krillin, Gohan, and Vegeta 

teamed up to battle a group of five elite fighters known as the Ginyu Force (see Fig. 12). 

Each member of the Ginyu Force possesses amazing strength and power far beyond even 

the scope of Vegeta. Vegeta, Gohan, and Krillin are easily and viciously beaten by 

Recoome when Goku arrives on Namek, fresh from rehabilitation and a week of intense 

training in 100 times Earth's gravity. After feeding the three fighters senzu beans 

(magical beans that restore energy and health), Goku orders the other fighters to remain 

out of harm's way while he deals with Recoome and the other Ginyu fighters by himself. 

At first, Krillin and Gohan doubt his ability to deal with the situation on his own, but 

quickly he demonstrates that he indeed possesses the power to support his claims as he 

expediently outmaneuvers Recoome and the other Ginyu fighters. As the only fighter 

capable of watching his actions, and the only remaining Saiyan, Vegeta makes a startling 

observation, but he makes this realization internally. Only by having the voyeuristic 
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vantage point can the audience follow Vegeta's observations, observations which have an 

important impact on the outcome of the Frieza Saga, which concludes the semiotic 

journey that begins with Vegeta's initial, internal semiosis. 

While watching Goku's fight with Recoome, Vegeta begins to wonder if Goku 

has managed to reach the level of a legendary Super Saiyan, a Saiyan of immense power 

who has virtually no equal in the universe (or at least no equal at the moment) (see Fig. 

13). Pondering: 

VEG ETA. No ... impossible ... I don ' t believe it . .. is Kakarot a Super 

Sa iyan? But, he 's just a low-class warrior, it doesn' t make any sense. 

No .. . the last Super Saiyan supposedly existed over a thousand years 

ago . But that was nothing more than a legend. I never actually 

be lieved it to be true. Even so, there's no way that a low-class like 

Kakarot could achieve it. 

According to legend, the last Super Saiyan could only maintain his 

status in the transformed state. His power was extraordinary; he had 

no equal in the universe, but he was too primitive to control it. His 

rage burned so intensely that it eventually consumed him; in the end, 

he was destroyed by his own power. 

But if there were a way to achieve such power, I should know it. I am 

· J · h Q pr Qai"an it "' h ,. ,,L-l 
ti -. f al 1 °a1·v,..,nc;:· 1f t 1PrP 1~ tn ve a nev; ..., UD,..,, u LJ 11 1L .:)11\.JUIU 1e pnnce o_ ...... c) ·.;a .. ~, .• ----·- w ~ '--' 1 

be me. ("Goku's New Power") 
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Fig. 13 - "Super Saiyan Lore," Screen Capture from Akira Toriyama's DragonBall z. 

The voyeuristic audience is exposed to a wealth of Saiyan lore in this brief, yet important, 

history lesson. According to Saiyan lore, over millennia ago, a legendary Saiyan rose to 

an extraordinary, unstoppable power-level. Admired through legend, the Saiyan was 

capable of destroying its enemies and challenging any power in the universe, so long as 

the Saiyan were transfom1ed into the gigantic ape that the race becomes when exposed to 

the light of a full moon. Though the Saiyan was unable to control its power, it was still a 

being of greatness, and it was a being that many Saiyans hoped to become. 

Vegeta, witnessing Goku's strength in his battle with Recoome, begins to think 

that Goku has achieved this impressive level of power too; however, the primary 

difference that the audience quickly notices is that Goku, unlike Vegeta, no longer has the 

ability to transform into the ape form, due to his tail being removed. The natural 

assumption is twofold I) Goku is not a Super Saiyan, and Vegeta is wrong - or - 2) Goku 

is a Super Saiyan and in control because the tail is gone. 
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Regardless of which direction the audience is guessing, they are still left guessing. 

Only carefully watching the program can they discover the truth. To abandon the post of 

voyeur will be to abandon the possibility of following the discovery of whether Goku was 

Super Saiyan. The natural instinct of the audience is to quickly side with an old quote 

from Willy Wonka describing suspense, "The suspense is terrible. I hope it lasts" ( Willy 

Wonka and the Chocolate Factory). The intrigue and suspense created by this 

voyeuristic observation serves only to further drive the need to watch. Only by 

continuing the act can one satisfy the need to know if Goku is a Super Saiyan. Laura 

Mulvey, in discussing the visual allure of film, says: 

Although the film is really being shown, is there to be seen, conditions of 

screening and narrative conventions give the spectator an illusion of 

looking in on a private world. Among other things, the position of the 

spectators in the cinema is blatantly one of repression of their 

exhibitionism and projection of the repressed desire onto the performer. 

(Mulvey 17) 

The viewers are drawn so closely into the world by the voyeur ' s observations that they 

feel as though they are peering into a world of mystery where they are alone in knowing 

what information the characters are hiding from one another. The feeling of private 

knowledge being owned by the viewer causes the viewer to greatly desire more 

information in an effort to learn as much as they can about how the information will 

impact the future of the program. Fortunately for those who saw the scene with Vegeta, 
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the wait would be short-lived as the truth became known a few episodes later in the 

Frieza Saga. 

Frieza Saga 

Continuing where the Namek Saga concluded, the Frieza Saga focuses largely on 

the battle between Frieza, Vegeta, Krillin, Piccolo, Gohan, and Goku; moreover, the 

Frieza Saga continues the semiotic process began in the Namek Saga2. Following his 

battle with the Namekian fighter, Nail , Frieza is furious over the fact Gohan and Krillin 

have managed to successfully make a wish to the Namekian dragon, Porunga mere 

moments before Frieza's brutal destruction/humiliation of Nail caused the eldest Namek 

and creator of the balls, Guru, to die and the dragon balls to lose their magic. Enraged, 

Frieza quickly confronts the three fighters and begins to battle them. To his great 

surpri se, the fighters prove to be a decent match for him, especially when the recently 

resurrected Piccolo joins the battle. As a result of the challenged presented by the 

fighters, Frieza begins a series of transformations designed to bring him closer to his 

original form and power level and to doom the fighters. 

2 Both sagas are treated as one within this section due to the semiotic quest to discovering the truth of 
Goku 's transformation being introduced and then explored throughout the two sagas. The events at the end 
of the Frieza Saga are needed to complete the semiosis process . 
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Fig. 14 - "Frieza's Final Form," Screen Capture from Akira Toriyama's DragonBall z. 

As Frieza reaches his original form (see Fig. 14), the fighters quickly become 

outmatched. Vegeta, a source of major annoyance for Frieza, is tortured by Frieza for 

several hours. Just as Vegeta is preparing to die, Goku arrives on the scene in enough 

time to hear the recanting of the Super Saiyan legend and a plea for Goku to obtain 

revenge for all Saiyans by destroying Frieza. Just as the final plea escapes his lips, Frieza 

kills Vegeta with an energy beam through the Saiyan's heart. 

This act, along with Vegeta's plea, leads Goku to battle Frieza for the honor of 

Vegeta and the Saiyan race, following the tenants of Bushido culture, which dictated 

"revenge was justified only when it was undertaken on behalf of our superiors and 

benefactors" (Nitobe 89). Though Goku never formally concedes that Vegeta, as the 

final prince of the Saiyan race, is his prince, he still feels a connection with the wrongs 

committed against his people and his prince. His battle with Frieza is about far more than 

just matching his strength against another; it is a battle in search of revenge for the 
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eradication of the Saiyan race. For his honor to remain intact, Goku must find a way to 

be victorious in this battle. 

It is through this battle that the audience is constantly left wondering the answer 

to Vegeta's original question: Is Goku a Super Saiyan oflore? What is revealed is not a 

definitive answer. Goku appeared to be an immensely powerful Saiyan when he faced 

off against the Ginyu Force and displayed a power level which exceeded anything Veg eta 

had seen; however, his impressive strength is quickly outmatched by Frieza, who 

Fig. 15 - "Super Saiyan Goku?" Screen Capture from Akira Toriyama's DragonBall Z. 

decides to toy with Goku in an effort to see what Goku can truly do (see Fig. 15). Still, 

the audience is left wondering whether Goku is a being of legend. If he is not a Super 

Saiyan, yet, the audience anticipates it will only be a moment until he becomes one, so 

they continue to wait in anticipation, hoping to glimpse the moment when the truth is 

revealed. The anticipation of the moment of revelation draws the audience closer to the 

action, and it keeps them from flipping the channel to watch another program lest the 

moment come while they are not watching. 
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The answer finally comes in Episode 80, "Transformed at Last." Goku, after 

fai ling to destroy Frieza with his most powerful attack, the Spirit Bomb, is forced to 

watch as his friends, Piccolo and Krillin are systematically murdered by Frieza (Krillin is 

lifted into the air by Frieza's power and blown to pieces by the closing of Frieza's hand). 

The deaths bring the horror of Frieza's acts of violence to a point Goku can no longer 

bear to watch. Only the vanquishing of this foe will be enough to stop the evil, but 

Goku 's power is just not enough to stop Frieza. To truly exact revenge for all the wrongs 

committed as demanded by the Bushido culture, Goku must dig deeper and unlock the 

potential within which he never knew existed. The desperation to act and the need for 

more power causes Goku to begin a process of transformation, bathed in lightning and 

light, which finally gives the audience what they have wanted, an answer to Vegeta' s 

question: Goku was not a Super Saiyan when he faced the Ginyu Force! He was not a 

Super Saiyan when he initially fought Frieza, but at the end of his transformation, he 

appears to have ascended to the epoch of the Saiyan race (see Fig. 16). Goku is a Super 

Saiyan! 

Fig. 16 _ "Super Saiyan Goku" Screen Capture from Akira Toriyama's DragonBall Z. 
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Voyeurism and the Rhetoric of Immersion 

The viewers watched nearly twenty episodes, spanning four weeks, to learn the 

possible answer to one question created by observing Vegeta's thoughts, an act which 

could have only been accomplished by voyeuristic observation. Without the ability to 

enter Vegeta' s mind to witness knowledge which is inaccessible to those physically on 

the battlefield with Vegeta, this level of curiosity and devoted immersion could not have 

happened. Essentially, the Toriyama has managed to use the television to create a 

rhetorical harmony between mystery/suspense and dramatic irony, defying Booth's claim 

in Rhetoric ofFiction that mystery and suspense cannot work with dramatic irony. The 

interactions in Dragon Ball Z defy such logic because the visual suspense and desire to 

learn the truth is not lessened by the elements that grant the audience the knowledge that 

is later transformed into dramatic irony; in fact, the elements that produce irony are 

directly responsible for the successful creation of mystery. 

The audience knows the Super Saiyan was a powerful beast of legend. The 

audience knows Goku has become stronger than any other Saiyan alive, and the audience 

knows the information because the voyeuristic perspective granted insight into the lore, 

as Vegeta understood it. However, to create the immediacy which is required to 

rhetorically ensnare the audience for a long period of time, the anirne needs to create 

narrative arcs which help the audience forget or at the very least, ignore any boundaries 

created by the cartoon envirorunent and invest their energies in the story being told . 

"Prior to digital graphics, cartoon studios had developed successful and identifiable styles 
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that referred to but did not challenge live-action film" (Bolter 149). Anime, unlike its 

predecessors did not hesitate to challenge the real world by creating a new world that felt 

just as believable and just as real. Napier says: 

The world and characters of anime are not simply representations of an 

idealized real world that is coherent and composed. Rather, they are 

uncanny evocations of a protean world of imagination that is both familiar 

and unfamiliar to the viewer, a world of simulations, possible states, and 

possible identities. For the Japanese viewer these fragments may have 

culturally specific resonance, but they are also fragments with which any 

twentieth-century viewer may empathize on a variety of levels (Anime 

from Akira to Princess Mononoke 237). 

Anime has an ability to draw the viewer into the work by playing to the interests and 

curiosities which are essential to the intended audience. In the case of the transformation 

component of this series, the desire to see beings reach levels of power far beyond the 

limitations society places on them keeps viewers watching. Reaching for the level of 

Super Saiyan, Goku embodies the hopes and desires of many viewers, too. 

Throughout Dragonball Z , Akira Toriyama utilizes a wide array of teclmiques to 

ensure audience participation in the rhetorical process. However, the voyeur's 

willingness to stay interested and invested in the events displayed on the cinematic 

window is the greatest need for a program which operates on the visual plane. Therefore, 

Toriyama introduces an element of mystery and drama into the Namek and Frieza sagas, 
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which defies Booth's theory regarding the observer's point-of-view and the inability to 

experience suspense or surprise. Utilizing both verbal signs and physical signs, Toriyama 

introduces the mystery of Goku's ascension to the level of Super Saiyan. 

To understand the signs presented and the need for the voyeuristic perspective to 

recognize them, it is necessary to employ abductive reasoning3
, as defined by Umberto 

Eco in Semiotics and the Philosophy of Language. "Abduction is, therefore, the 

ten ta ti ve and hazardous tracing of a system of signification rules which will allow the 

sign to acquire its meaning" (Semiotics 40). What is known about a Super Saiyan, as a 

result of the eventual transformation, is Super Saiyans, once transformed, have blond 

hair, blue eyes, and a yellow aura surrounding their body (see fig. 16). Furthermore, they 

have a level of power far beyond anything seen within the Z-fighter's galaxy, including 

the powers exhibited by Frieza. However, when the legendary status is first revealed, 

scattered details are all the audience is given. 

The first verbal sign introduces the legend of the Super Saiyan. In the discussion 

of the Namek saga, it is revealed Goku has arrived on Namek with an increased level of 

power and abilities which baffle every single person on the battle field, save Vegeta. 

Through a viewable soliloquy\ Vegeta internally delivers a brief history of the Saiyan 

race ' s greatest legend, that of a great and mighty member of the Saiyan race who altered 

his form and increased his power to such a degree, no one could rival him. The form is 

3 In Chapter II, I established that abductive reasoning was the process of working from a result backwards 
to discover how a presumed rule causes a certain object to suggest the known result. 
4 w · · . . h T · frequently uses the speech as a means by 

hile a soil loquy 1s a character's mternal speec , onyarna . . 1 h l'k h 
h

. · h h d'ence on an mt1rnate !eve muc I e w at 
w 1ch the character' s knowledge may be shared wit t e au I ' 

James Phelan discussed in Narrative as Rhetoric. 
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one of great desire for the entire race, and due to Vegeta's internal discussion, the 

observer and audience watching and observing are given several clues as to how a Super 

Saiyan might be recognized. 

According to the lore, the legendary Super Saiyan was very powerful, unrivaled, 

and uncontrollable. Moreover, the Super Saiyan in the transformed, ape-like state 

possessed a yellow glow surrounding its body. With that information, revealed through 

Vegeta ' s soliloquy, the audience is in possession of the necessary clues to identify 

whether Goku has become a Super Saiyan and, as a result, is drawn into the mystery of 

di scovering whether Goku has indeed ascended. 

The clues placed between the revelation in the Namek Saga and the eventual 

transformation in the Frieza Saga are scattered; however, for the careful observer, the 

signs are recogni zable through semiosis. For instance, when Vegeta made his initial 

prediction, he established certain signs as proof of ascension to the level of a Super 

Sai yan. Of these criteria, Goku 's only apparent quality was the impressive power level. 

Fighting against Recoome and the other Ginyu Force members, Goku displayed increased 

speed, strength , agility, and combat skills which made a group previously categorized as 

the best of the best appear to be little more than a band of rank amateurs. Nevertheless, 

as was previously discussed, Goku was not in ape-form
5

, he did not possess an 

uncontrollable rage, and he was not glowing bright yellow. While the possibility of Goku 

5 As was previously established, the Goku no longer possessing a tai! could be the only :eason for the 
transformation being removed as a requirement for being a Super S~iyan. For the remainder of t~e 
discussion, since Goku ' s tail does not grow back in these sagas, I will operate under the assumption that the 

tail is not a required component. 
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being a Super Saiyan existed, the signs established by Vegeta suggest ascension had yet 

to occur. To discover the answer, the observer must continue to watch for signs of a 

transformation similar to the one described by Vegeta. 

The next piece of evidence indicating that Goku is not a Super Saiyan is found 

early in the Frieza Saga when Goku and Frieza begin their battle. Up until that moment, 

Goku has virtually breezed through each and every battle on the planet; his power is 

impress ive and apparently unstoppable. However, when he begins to battle Frieza, the 

voyeur quickly comes to realize the only proof concerning Goku's ascension is rendered 

false. Frieza is far superior to Goku in terms of power and abilities. Throughout their 

battle, Frieza plays with Goku much like a cat plays with a mouse, gently letting the prey 

be! ieve it has the upper hand and only to reassert dominion over the creature. Frieza is 

superior to Goku in every single way, and, as a result, the sign is left unverified. Still , the 

audience is immersed in the program due to the revelation made during Vegeta's 

so liloquy. The audience still waits for the signs to appear that Goku has ascended to the 

pinnacle of the Saiyan race. 

Patience is rewarded a few episodes from the end of the Saga. Goku has managed 

to successfully execute his finishing move, the Spirit Bomb
6

, and the Z-fighters are 

engaged in celebration for what they perceive to be a resolution to the long adventure on 

Namek. When Frieza reappears, damaged and angry, his wrath is quickly felt as he 

systematically severely wounds Piccolo and destroys Krillin. The death, the carnage, and 

6 A powerful orb containing the spiritual energy of living things. The orb explodes on contact with evil, 

unleashing a seemingly unstoppable destructive force. 
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the destruction of those individuals he cares for causes Goku to confront his first feelings 

of complete and overwhelming rage. One of the first verifiable signs of Goku becoming 

a Super Saiyan appears. Suddenly, flashes of golden lightning begin to crash all around 

the battlefield and next to Goku. Though not a sign recounted by Vegeta, the observer is 

drawn to the screen with a desire to know and understand the purpose of the brilliant 

lightening. Still, Goku does not look different or act differently. 

Then, he screams out in frustration as a brilliant display of yellow light engulfs 

him, his hair turns golden, and his eyes become blue. Until that very moment, Goku had 

not changed a single component of his appearance; he did not appear to have ascended. 

However, working through abductive reasoning, one can conclude, due to the increased 

power this blonde form possesses and its ability to channel power far greater than 

Frieza's power, Goku has finally ascended to the level of a Super Saiyan. Every sign 

Vegeta I isted has been witnessed by the audience, and due to the connection that 

Vegeta's soliloquy created between the audience and the story, the viewer has been 

granted a unique opportunity to join in the excitement of Goku successfully reaching a 

level of power which represents the best his society has to offer. 

Jay David Bolter says in Writing Spaces: Computers, Hypertext, and the 

Remediation o.f Print: 

In one sense the goal of representation has been transparent presentation. 

The medium is supposed to function as a window through which the 

viewer can see the objects represented ... On the other hand, artists and 
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their audiences do not always want the medium to disappear; they often 

want to be made conscious of and even surrounded by media. Instead of 

transparency, they strive for hypermediacy, an intense awareness of and 

even reveling in the medium. (Bolter 25) 

Mixing the immersive qualities of the anime medium with the ability to secretly watch 

for signs revealed internally and externally by the characters helps the viewer feel a 

greater sense of connection with the program. The voyeur grants the audience the ability 

to connect on multiple levels with the characters as the deeply protected secrets are 

revealed. With the secret information, the audience is able to engage in dramatic irony, 

knowing something that the characters do not know and other audience members who 

were not watching may not know. Secret knowledge is power. 

As Eco says, "The understanding of signs is not a mere matter of recognition ... it 

is a matter of interpretation" ( 43). Being given a unique and secret piece of information, 

which requires semiosis to understand, along with personal observations to decipher, 

invites the audience to be more than viewer; it invites the audience to be a silent, hidden, 

and secretive participant capable of judging when the criteria for Goku's ascension to a 

Super Saiyan are met. As a result, the audience develops a feeling of deep immersion 

created by both the disappearance of the window separating the viewer from the viewed; 

moreover, the audience develops a sense of hypermediacy by which the distance between 

the observer and observed is understood and embraced. 
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Cell Saga - Gohan's Ascension 

After the battle with Frieza, the next major villain the Z-fighters must face is Cell. 

Ce ll is a being created by one of Goku's enemies from the Dragon Ball series, Dr. Gero. 

Gero uses the cells of the greatest fighters who ever fought on the planet Earth (all Z

fighters, Vegeta, Nappa, Raditz (Goku's brother), and Frieza) to create a being who is 

thought to be invincible. This invincibility is tested time and again including a moment 

when he is blasted full-force with a powerful attack which destroys his right arm, only to 

have the cells stolen from Piccolo 's DNA grew back his destroyed parts (it is revealed in 

the Saiyan saga that Namekian DNA can regenerate damaged tissue). 

To defeat this foe, the fighters decide their only hope is to increase their 

indi v idual power levels far beyond their current level. The assumption supporting the 

be! ief in an increased level of power is based largely on the Saiyan lore recounted by 

Vegeta during the Namek Saga; Super Saiyans are supposed to be unrivaled fighters , so if 

they are rivaled, there must be a more powerful form. It is for this reason Goku and 

Gohan enter the hyperbolic time chamber (a dimensional room where one day of real 

world time equal s one year of time in the chamber) with the purpose of training Gohan to 

reach the leve l of Super Saiyan. 

Throughout segments in the episode, "Bow to the Prince," Gohan and Goku are 

shown training in the chamber. Gohan is focusing his energy and raising his power level 

in an effort to transform into a Super Saiyan when Goku explains the process to him ( see 

Fig. 17): 
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GOKU. Gohan, listen to me; you can't become a Super Saiyan just by 

increasing your power level. 

I've told you; it doesn't work like that. 

The power comes in response to a need, not a desire. You have to 

create that need. 

Son, use the pain of loss. ("Bow to the Prince") 

Fig. 17 - "Power comes from Need," Screen Capture from Akira Toriyama's DragonBall z. 

Gohan, though present for many of the Z-fighters battles, responds to this information by 

stating he has never experienced the pain of true loss, and he does not know how to 

channel an emotional need which he has never experienced. Goku suggests that Gohan 

focus on a villain, in this case, Frieza, killing all of Gohan's friends. The voyeur then 

sees a replaying of death and violence through Gohan's mind as he remembers Frieza 's 

horrible killing rampage on Namek. For an ever so brief moment, Gohan taps into the 

power of a Super Saiyan, but as quickly as it came, it went away. Gohan now has a path, 

but he needs to discover how to travel the path long enough to ascend. 
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The ascension comes in the episode "Cell is Complete." When Goku and Gohan 

are first seen in the episode, the pair is still training together in the hyperbolic time 

chamber. Sparring against one another, Goku is still appears to be the dominant fighter , 

easily overpowering Gohan. Offering support to his son, Goku holds out his hand to 

Gohan and suggests that perhaps the young Saiyan has trained enough for the day. 

Gohan, who longs to live up to the purpose of their training and attain the level of Super 

Saiyan so he can further ascend, accuses Goku of being too sentimental in his training 

efforts: 

GOHAN. I think Piccolo was right about you, Dad. You're way to gentle 

with me to train me right. 

You've got to PUSH! Fight me Dad! 

You ' re holding back ... 

Listen, you can't go easy on me just because I'm your son ... 

You have to come at me with everything you 've got, even if it kills 

me. 

Don't you get it, it's the only way. It 's all or nothing, there is no in-

between. 

Look Dad, I know you love me and don ' t want to hurt me, but unless I 

become a Super Saiyan all the time we 've spent in here will be for 

nothing. Don ' t you see? ("Cell is Complete") 
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Gohan truly believes in his heart the only way he will be able to truly ascend to the level 

of a Super Saiyan is if Goku presents him with no other option. The anime audience is 

expected to remember Goku was also unable to ascend until he was given no other 

option. In the battle with Frieza, it is not mere thought that causes him ascend; it is the 

fact that if he fails to find more power, everyone he cares for will die. 

Gohan' s suggestion carries a fair degree of truth, as is evident in Goku' s decision 

to transform into a Super Saiyan and fire a kamehameha wave (Goku's signature and 

most powerful attack) directly at Gohan. If Gohan fails to ascend, the viewer knows the 

young Saiyan will not survive this blast. Once again, the knowledge of the viewers and 

the information displayed to the viewers alone grants them a uniquely powerful sensation 

of immersion because they are given heightened anticipation due to the presence of the 

mystery and the dramatic irony associated with knowing true desperation causes Saiyan 

transformations. 

With all of this knowledge in hand, the voyeuristic viewer is granted access to the 

mental process behind Gohan's attempt at a transformation. A series of visuals pass 

through Gohan ' s mind and the audience is given the opportunity to watch. From his self

perceived weakness in the Saiyan Saga where he believes his fear helped to cause Tien, 

Chiaotzu, Yamcha, and Piccolo, to die to his lack of strength against the Ginyu Force and 

Frieza, Gohan relives every moment of failure in his brief career as a fighter: 

GO HAN. I've got to do this. I won't let you down Dad. 

No, I've been letting people down my whole life! 
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How many times have I let my friends down when they needed me? 

And, how many of my friends have gotten hurt because I have been 

too weak, too scared to help them? 

If only I'd been stronger ... if only I could have done more. 

Whenever I get into trouble, anytime I'm in over my head and I don't 

think I am going to make it, Dad, Krillin, Piccolo, one of my friends is 

always there to bail me out. 

When the situations are reversed, I just stand there like a little helpless 

child ... 

No, I have to be strong, if I can't do this then Dad, Krill in, everyone, 

I'm going to lose them all! ("Cell is Complete") 

Fig. 18 - "Gohan is Transformed," Screen Capture from Akira Toriyama's DragonBall Z. 

With that final moment of realization, and the knowledge that if he fails to transform, his 

failure will cost those he loves most, Gohan taps into the great need Goku mentioned 

earlier (see Fig. 18). Gahan knows ifhe does not defeat the obstacle in his way and 

transform, he will perish, leaving his family at the mercy of Cell; he will let down every 
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single person he admires and wants to protect, yet again, and it is this realization which 

fuels the desperation needed to transform. This connection provides Gohan with the 

strength he needs to finally ascend. With a brilliant eruption of yellow light, Gohan 

transforms into a Super Saiyan and easily deflects his father's kamehameha wave. 

The Observer and Internal Semiosis 

In discussing Goku's transformation into a Super Saiyan, there were certain signs 

that would indicate whether he had successfully reached the ascended level of his race. 

Once the audience witnessed the signs in regards to Goku's transformation, it was 

understood he was a Super Saiyan; however, there was a great amount of data left out 

from the process by which one turns into the legend. Goku never had a moment of 

exploration by which the thoughts in his mind were revealed to the audience, and as a 

result, when it came time to teach Gohan how to ascend, the audience, much like the 

young Saiyan, was anxious to learn how the process worked. 

Goku quickly sets the rules for both Gohan to follow and the audience to observe. 

To transform into a Super Saiyan requires the Saiyan to experience a level of great need 

which forces him or her to tap into the next level of power. Goku insists that if Gohan 

creates the need the transformation will occur. A few episodes later, Gohan forces his 
' 

dad to provide him with an opportunity to tap into great need by having his father execute 

his favorite attack, the kamehameha wave, and direct the blast at Gohan. Gohan believes 

if he is left with only the option of transform or die, he will find the inspiration he needs, 

and he is right. 
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When Gohan makes contact with the blast and begins to fight against the massive 

amount of energy in an effort to ascend and survive, he begins to search for the strength 

within. The audience is once again treated to a soliloquy, this time; however, the internal 

story also features a montage of battles past where the young warrior failed to defend his 

friends and family due to his lack of strength and courage. Watching this boy reflect on 

his failures and his inability to protect those he loves, the audience is expected to connect 

with the process by reflecting on their own ethos, their own desire to protect the ones 

they love, and consider the cost of failing at such a task. Once again, Phelan' s assertion 

in Narrative as Rhetoric that maintains a soliloquy or directly personal exploration by a 

character into their own internal psyche helps the audience better relate to the character 

on a rhetorical level has been proven to be feasible. The audience is capable of 

generating the emotional response because they sense the deeply personal and human 

nature of the internal conversation. 

As certain doom bears down on him, Gohan focuses on the lives lost and the 

suffering endured as a result of his inability to act; quickly, he makes the realization that 

if he does not succeed, he will likely lose everyone he cares for to Cell. Quickly, with the 

realization, the established signs suggesting he has ascended are seen: his hair turns 

blond, eyes tum blue, and a surge of strength overcomes him, granting him the strength to 

deflect his father 's attack. Gohan ascends, and the audience has been privy to the mental 

process by which a Saiyan taps into the amount of need Goku described. 

134 



The audience, having witnessed the entire process, shares in the collective joy of 

Gohan and his father and revels in the fact that as an observer to all events the voyeur 

may witness, internal and external, the audience member possesses a full understanding 

of the process one endures as one transforms from one state to another. Only through the 

voyeuristic position could the audience have experienced the struggle which accompanies 

the need to push beyond normal borders to achieve a goal which seems impossible. 

Furthermore, by presenting the information in a private, intimate manner (i.e. the 

soliloquy) Toriyama has once again created a connection with the audience which draws 

the viewer into a far more immersive environment as a result of tying the character's own 

frustrations and feelings in with the knowledge of the audience. 

The Mark of the Villain: Maj in Vegeta 

Babidi Saga 

The last major villain of Dragon Ball Z is Maj in Buu and his master, the powerful 

wizard , Babidi. Before Buu is brought into the program, Babidi must acquire enough 

energy from the inhabitants of the planet Earth to charge up the hibernation pod which 

houses Maj in Buu. The task might seem daunting due to the fact that it would take 

thousands upon thousands of Earthlings to provide the needed power, but the situation 

changes when Gohan's energy is stolen. Gohan's energy alone is enough to charge Buu 

to nearly a quarter of the required energy. Knowing this fact, Babidi decides to engage 

the Z-fighters (who have followed Gohan's stolen energy for the purpose of preventing 

Buu ' s release) and steal the rest of the needed energy from them. 
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As was mentioned, Babidi is an extra-terrestrial wizard. His primary powers 

focus on the amplification of dark ambitions in a person's heart. Moreover, once he 

manipulates the person's darkness, he controls them. To identify those individuals who 

have been placed under Babidi's control, Toriyama draws each of them with an Mon 

their forehead (see Figure 19). The symbol is significant because it provides the observer 

with the knowledge needed to understand who is a good guy and who is and is not being 

manipulated. 

Fig. 19 _ "The Mark of Babidi," Screen Capture from Akira Toriyama's DragonBall Z. 

After the Z-fighters engage Babidi's minions in fierce competition, Babidi quickly 

realizes he is at a disadvantage. The Saiyans, Goku, Vegeta, and Gahan, are far stronger 

than Babidi's henchmen, and the resulting battles are not providing any energy for Majin 

Buu's revival. Knowing his master wishes for Buu to be released, Dabura provides him 
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with the ideal recruit for their group and the perfect opponent for the Saiyans. The 

candidate is none other than V egeta. 

Since the end of the Frieza saga, Vegeta has been working to embrace a life of 

honor and integrity which matches with the Bushido tradition. He has created a family , 

engaged in romance, and restricted his training to acts which do not involve the death of 

hi s opponent. Overall , he has become a model hero. Unfortunately, with Goku 's death 

and many years of peace, Vegeta's warrior spirit has been left unchecked. He is full of 

energy and a desire for battle; he wishes he could disconnect from his current life and 

return to hi s villainous ways. Dabura senses this fact and makes a suggestion to Babidi. 

VEG ETA. [impatiently after watching Gohan drag out a fight with 

Dabura] I can't take this anymore. This is ridiculous. Why are we 

subjecting ourselves to this? Look, call him down Kakarot, I' ll finish 

this ... Why should I sit around all day acting like this matters? I 

could end this in five minutes if I wanted to. I'm not here to play 

games, Kakarot, or to make nice father-son memories. I'm here to 

win! Stop pretending; knock off the sentimental rubbish. The 

strongest one is the one who should do the job. I'm the one that 

should be fighting, not him. 

[Dabura smiles and groans with pleasure] 

DABURA. [psychically to Babidi] Master, please bring us back to the 

ship immediately. I have made an important discovery. 
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BABIDI. A discovery Dabura? 

DABURA. Yes, it's vital to our plans. I think you'll agree ... 

DAB URA. One of the mortals has a terrible rage burning in his heart. He 

lacks the conviction of the others. He could be made to serve our 

purposes. 

BABIDI. You're kidding me! Now, I know what you're thinking. We 

can revive Buu and defeat them all without even lifting a finger. 

Brilliant, Dabura. ("Heart of a Villain") 

Babidi realizes, as Dabura does, to turn one of the Super Saiyans into an ally would be a 

great asset. First, augmented by Babidi 's magic, the Saiyan would have strength which 

would rival, if not exceed, the other two. Next, as the Saiyans fight, Buu will gain the 

energy which is released and move closer to release. Finally, the Saiyans will all be 

exhausted by the time Buu is released, removing the only perceivable threat to Babidi ~ s 

plans. 

Quickly, Babidi begins the process of transforming Vegeta from regular Vegeta to 

evil Vegeta; he begins to turn Vegeta back into the heartless killer Vegeta has wished to 

become. Vegeta begins to writhe in pain and anguish (see figure 20). Screams of great 

agony fill the room as he grabs his head. His body then begins to expand with power, 

first in his normal state and then when the transformation forces him into his Super 

Saiyan state. As the transformation nears its conclusion, Supreme Kai (highest authority 

in the universe) , Gohan, and Goku try to comfort Vegeta. 
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Fig. 20 - "Screaming with Pain," Screen Capture from Akira Toriyama's DragonBall Z. 

SUPREME KAI. Vegeta, NO! Don't let him. You've changed; you're 

not that way anymore. Babidi has no claim over you! ... 

[From another location] 

BABIDI. Now, allow me to restore your power to the way it was before 

you began trying to resist your dark nature. 

[Back to Vegeta] 

[Vegeta screams in anguish as lightning is generated from his body.] 

GOHAN. Don't do it Vegeta. Don't let them use you. You're stronger 

than they [ is knocked away by lightning emanating from Vegeta] 

("The Dark Prince Returns") 
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Fig. 21 - "Majin Vegeta," Screen Capture from Akira Toriyama's DragonBall z. 

After Gahan is knocked away, Vegeta continues his power surge until he finally stops 

and falls to the ground. As he looks up, the evidence is written across his face. He is 

now one of Babidi's henchman. Vegeta is no more; now, only Majin Vegeta remains. 

The 'M' does not lie (see figure 21). 

Signs of Evil 

This transformation of Vegeta to Maj in Vegeta in Dragon Ball Z deviates from 

the analytical norm, established when discussing the rise of Goku and Gohan to the ranks 

of Super Saiyan, because it does not involve the rise of a character to the higher levels of 

heroism. Instead, Vegeta's decent into villainy is designed to highlight the internal 

struggle still taking place inside the Saiyan prince. Much like Piccolo, who came to grips 

with his actions and atoned for his misdeeds with his life, Vegeta must confront his dark 
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ambitions and make the decision to conqueror them or give in to them. The decision is 

already known, for Chapter III, discussed Vegeta's act of atonement by which he 

sacrificed his life and in doing so chose the path of good. The occurrences in the Babidi 

Saga provide the audience with the opportunity to participate in the journey toward 

redemption with Vegeta, but first, he must be allowed to unleash the darkness in his soul. 

To aid his audience in their quest for a logical reason for Vegeta to confront his 

inner darkness, after years of ignoring it, Toriyama uses the powers of Babidi and the 

insights of Dabura to initiate the conflict. The audience is privy to the powers of Babidi 

earl y in the saga only because Supreme Kai mentions them, but until Vegeta's 

transformation, no one knows how or why Babidi chooses his victims. By witnessing the 

conversation between Babidi and Dabura regarding Vegeta' s ability to be turned to the 

darker side of his humanity, the audience is immediately introduced to the possible 

outcome of the next few moments of the program. Vegeta' s change is now possible; 

however, before Babidi gains control, he must overcome Vegeta's will power. 

When Vegeta screams in agony and begins pacing the room the audience knows 

the battle for Vegeta ' s mind is happening. As the battle between wizard and warrior 

continues, Vegeta goes through an excessive amount of pain and anguish as he fights to 

retain control of his mind, all the while, his power is increasing. The power increase is 

the first sign Vegeta is not winning the battle. Supreme Kai told Goku, Vegeta, and 

Gohan those individuals augmented by Babidi were blessed with heightened abilities far 
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superior to the abilities they had prior to being controlled. Using abductive reasoning and 

semiosis, the audience can conclude Babidi has the upper hand. 

After the increase in power and Vegeta' s subsequent transformation to a Super 

Saiyan, the audience is carefully watching for the additional signs that Babidi is winning. 

After a few more moments, the greatest of all signs is presented to the audience. The 

audience has been constantly exposed to the minions who are controlled by Babidi. Each 

minion not only has increased strength, they have a letter Mon their forehead. Like 

ranchers branding their cattle, Babidi marks his property. As Vegeta recovers from his 

ordeal, he tilts his head and reveals the sign which confirms his reversion to evil; he is 

marked with a giant 'M' on his forehead (see figure 22). 

Fig. 22 _"Mon Vegeta's Head," Screen Capture from Akira Toriyama's DragonBall Z. 
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Through abductive reasoning and semiotics, the audience is able to justify how 

and why Vegeta is transformed into Majin Vegeta. The symbols and his power increase 

followed by the imprinting of an 'M' on his forehead, keep the audience trained on not 

only the emotional components of the scene. Rather, the audience is also focused on the 

act of witnessing Vegeta' s struggle and the various stages of his transformation as he is 

brought to embrace his dark side. The final result is the creation of a logical cohesion the 

audience can believe, increasing the reliability of the rhetorical act as it happens. 

Final Thoughts 

Semiotics, the search for and use of signs, is a rhetorical tool utilized by 

individuals on a daily basis. From the flag we salute at a ballpark to the clothes we wear, 

signs define our interpretation of reality. Within a piece of rhetorical discourse, such as 

anime, semiosis provides those who watch and observe with information which can help 

the person understand far more than the superficial aspects of a story. In the case of 

Dragon Ball Z, Akira Toriyama uses the science of semiotics to provide the audience 

with logical justifications for the events which occur within his anime. Through the 

voyeur, Toriyama provides the audience with access to signs which can help the audience 

reach the steps of logical progressions with a full understanding of the validity of the 

sequence of events. 

While the signs are certainly present for people to see, the voyeur helps greatly by 

providing access to private conversations where vital information is exposed to the 

audience. From Vegeta's internal discussion of Super Saiyans, which gives the audience 
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the knowledge that such a being could exist and how they would behave, to Gahan' s 

internal struggle with failure as a motivator for him turning Super Saiyan to the secret 

plan of Dabura and Babidi to tum Vegeta into one of Babidi ' s servants, each major 

moment of signification and semiosis is established by the voyeur, so the audience will 

believe what is happening to the characters and support and participate in the rhetorical 

act because it is believable. This voyeur-provided experience causes greater immersion 

in the anime and increases its likeability because not only is the piece entertaining, it is 

interactive and valid. All the reader must do for excitement and mental stimulation is 

watch for the signs. 
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CHAPTER V 

CONCLUSIONS, IMPLICATIONS, AND RECOMMENDATIONS 

Japanese anime is a medium that permits its audience to escape reality in pursuit 

of worlds and experiences that are inaccessible through virtually any other medium. A 

medium largely dependent on topics that are suppressed and reserved for the realm of 

daydreams and fan fiction, the genre grants fans an opportunity to experience the various 

corners of reality through the actions of animated, well-developed, pseudo-realistic 

characters who do everything that society forbids people to do. From ascending to a 

Super Saiyan, committing seppuku only to return to life, and descending into darkness, 

anime makes reality out of taboo and imagination. 

Indeed, anime may be the perfect medium to capture what is perhaps the 

overriding issue of our day, the shifting nature of identity in a constantly 

changing society. With its rapid shifts of narrative pace and its constantly 

transforming imagery, the animated medium is superbly positioned to 

illustrate the atmosphere of change permeating not only Japanese society 

but also all industrialized or industrializing societies ... animation is both 

a symptom and a metaphor for a society obsessed with change and 

spectacle. (Animefrom Akira to Princess Mononoke 12) 

Mix that spectacle and the ability to visually represent private desires with the ability to 

create an immersive experience through the rhetorical voyeur and the resulting product is 
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a medium which is capable of granting wishes via escapism and deep immersion. The 

viewer is quite literally immersed in a work that plays to the interests of the individual, 

regardless of the level of taboo associated with the subject. Anime is a rhetorical 

experience that demands attention; the time for just watching is over. 

Chapter Overview 

The following sections provide a concluding glance at the rhetorical contributions 

made through this study, an argument for further analysis, and a suggested method for 

teaching anime in a college classroom. The argument supp01is an expansion of the 

parameters of this study to include other anime works as well as other remediated cultural 

elements which were remediated to help increase the immersive qualities of Japanese 

anime. This study focuses largely on the utilization of remediated concepts to help 

increase the success of future mediums. 

It's Almost Time to Stop Watching: Concluding Thoughts 

Throughout the past four chapters, the overarching theme focused on the 

remediation of rhetorical voyeurism. In classical texts, the voyeur was a tool used to 

grant the audience access to hidden, secret information that was taboo or, at the least, 

hidden from the watchful gaze of the traditional narrative voice. It was an invasive 

rhetorical tool that provided increased entertainment to the audience at the expense of the 

privacy and modesty of the subject(s) being watched. The intrinsic power of the cinema, 

particularly Japanese anime, to project a sense of immediacy and the illusion of direct 

participation to the audience through the utilization of the narrative observer grants the 
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medium its power as a strong rhetorical tool and a beacon of potential for future 

technological remediations. 

With older television technologies quickly beginning to fade and the birth of new 

technologies on the horizon, rhetoricians must begin to truly study the technologies and 

tools of the present while the opportunity for qualitative and quantitative research still 

exists. It is vital that the qualities which make the mediums of the past and present 

alluring be analyzed in an effort to better prepare for what is yet to come. In cinema, 

voyeurism provides the audience with clarity and understanding unique to the medium. 

Vivian Sobchack offers an interesting insight into the power of the rhetorical gaze in 

cmema: 

The film 's viewing-view, supposedly freed from constraints of a body, 

exerts a form of transcendental tyranny over the spectator who is subjected 

to it, who - in a paranoid regression to narcissism - confuses, rather than 

appropriates, the viewing-view/viewed-view as his or her own and 

apparently has no choice but to submit to its vision. (Sobchack 269) 

Rhetorically, the power of the observer in new media narrative structures, primarily film, 

creates a feeling of interaction which bestows upon the viewer an assumed level of power 

within the narrative. The audience is privy to hidden facts and information through the 

voyeur's gaze. This information unlocks a hidden level of awareness for the viewer, 

presenting the illusion that they are witnessing something taboo, something that is not 

meant to be seen by anyone. While the interaction created by the sharing of thi s hidden 
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information does create greater immersion and inclusion in the rhetorical act, it is simply 

a clever manipulation of the senses in an effort to submit the audience to the whims and 

desires of the author. To understand this power and how it can be used to guide the ethos 

of an audience is something that was necessary to be a successful author in past societies, 

and it is a tool that is still being remediated and reused in modem literatures. 

As James Phelan maintains throughout his various works, 

Let Rabinowitz's definition of narrative audience be modified: the actual 

audience ' s projection of itself into the observer role within the fiction. In 

taking on that role , we will always become believers in the reality of the 

fictional world; consequently, much of our emotional response to narrative 

derives from our participation in this role. (Narrative as Rhetoric 145) 

The illusion which is created allows the audience to feel as though they are sharing a 

symbiotic relationship with the medium's voyeur. Believing this relationship to be true, 

the viewer eventually believes that they are an important participant in the rhetorical act 

on the screen because, in essence, they are. Sudden departures from the presence of the 

screen, such as a trip to the bathroom, a changing of the channel, a loss of power, or an 

accidental loss of the program, fundamentally alter the end results of the rhetorical act. 

By missing a simple act of semiosis, a plot revelation, an alteration in character behavior, 

or a moment of secret revelation, the rhetoric of the work is altered to such a degree that 

the viewer's rhetorical experience will likely differ from the ever-watching viewer. As a 

result, technologies such as DVDs and DVRs are becoming increasingly popular among 
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consumers because they grant the audience the ability to pause the electronic voyeur's 

gaze, even when the program is live, until it is possible to resume watching without 

missing a moment of the rhetorical act. Though the event is interrupted and the 

immediacy may be impeded or lost, there is the possibility of returning to the work and 

participating in the voyeuristic experience at a later time. A reality experienced by many 

viewers every single day, the voyeur's rhetorical experience is in need of deeper analysis. 

Seeing the Need: The Contributions Made 

In Understanding Media, McLuhan establishes an interesting notion of a 

symbiotic relationship between a new media work and the works which preceded it. The 

purpose of the remediation is to borrow the successful components of the past and 

repurpose them, transforming them into useful tools for the ever-changing present. 

Bolter and Grusin confirm this symbiotic nature of technology in Remediation; however, 

much like McLuhan, they dedicate their investigation to proving the existence of 

remediation and fail to dedicate much space within their work to the way remediation 

works in particular mediums. There are few examples of tools and techniques provided 

within the text that are utilized through more than one era. 

To fill the need created by the unfinished work of McLuhan as well as Bolter and 

Grusin, I chose to map the evolution of a rhetorical tool, voyeurism, from its classical 

literary purposes to its modem textual uses to its final remediation for new media. The 

goal was to establish an understanding of how the tool was remediated through multiple 

genres and among modern technologies. Voyeurism matched the criteria. 
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Voyeurism is a popular tool in both Japanese and European societies because it 

grants access to the private knowledge and actions of characters in a way that makes the 

audience feel as though they are seeing secret actions through the eyes of the hidden 

observer. As a result, the audience is drawn further into the rhetorical act in an effort to 

remain an active participant in the story. The stories are immersive, interesting, and 

immensely well-received by history due to their successful integration of the observer as 

a tool 1. Like Spearing's The Medieval Poet as Voyeur, many of the major texts focus 

solely on the tool ' s utilization in European societies where it is used as a method of 

authorial escapism. 

Unlike the omniscient point-of-view, the observer offers access to the knowledge 

and information of the character; however, such access is never accompanied by any of 

the typical third-person pronouns associated with the third-person omniscient position. 

Furthermore, the narrator ' s presence is not felt within the remediated voyeur ' s voice in 

new media technologies. With the advent of the cinema and the television, the tool of the 

observer did not disappear; rather, it found a new lease on life and an even stronger 

separation from the third-person omniscient point-of-view, for the projected image is 

little more than a voyeuristic window, peering into the minds, lives, and souls of the 

individuals on the screen. Viewing a film is an intimate and involved process that relies 

heavily on a remediation of the narrative observer from its sexual and literary origins. A 

1 Paradise Lost, The Lais o.f Marie de France, The Canterbury Tales along w_ith other text_s utili zed a 
simulated voyeur role to tell the story in an effort to remove_ blame_for any 1rnsrepresentat1ons of 
in formation or any punishments for poorly received/revolut1onary ideas. 
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device that has survived multiple mediums, it is a proper tool to analyze in an effort to 

better understand the process of remediation and its rhetorical value in current media. 

The only choice remaining is what literature to explore when proving the level of 

immediacy created by the rhetorical observer. Given the lack of scholarship discussing 

the role of the observer in Japanese literature and the utilization of the observer as a tool 

in the culture's modern cinematic art form, anime, the decision was made to focus on the 

remediation of voyeurism2 into a tool used by Japanese anime. Furthermore, the 

investigation seeks to understand how the tool was repurposed within anime to stimulate 

the immersive potential of the medium and help measure the adherence of its characters 

to a societal belief in the Bushido or Samurai culture. 

By analyzing the repurposing of voyeurism as a tool to preserve societal ethos in 

Japanese anirne and as a tool to increase immersion through semiotics, the study is 

presenting a bridge over a fairly complex series of gaps. First, the project serves as an 

example of McLuhan's as well as Bolter ' s and Grusin ' s ideas of new media symbiosis as 

a viable entity within Japanese anime. The study argues that within Japanese anime a 

tool from past literary eras is successfully remediated into a tool used to help draw the 

viewer into the roles of visual judge-and-jury concerning the ethos of the characters and 

appointed clue-seeker and decipherer of signs. Second, the process begins filling the gap 

left by Spearing's work. The voyeur as a tool is a brilliant concept; however, the current 

focus 
011 

medieval European authors largely ignores the successes of the tool in other 

2 As it is understood within the Japanese context. 
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cultures and mediums. Third, the study maintains that there is a need to continue where 

this argument ends and fully explore the tool as a method for preserving societal ethos in 

Japanese anime and other literatures; moreover, there is a need to also understand the 

immersive power of the tool's impact on the study of semiotics within cultural rhetorical 

structures. Finally, the project begins the process of introducing anime into the academic 

discussion by proving its successful remediation of a rhetorical tool in an effort to create 

a stimu lating product that is capable of ensnaring the minds, hearts, and souls of its 

audience. Due to the genre's popularity across cultures, an increased understanding of 

the way the medium uses the available means of persuasion to effectively seduce and 

manipulate its audience is needed to truly understand how other tools of rhetorical 

persuasion have been repurposed and retooled to help the genre increase its effectiveness. 

The Author Steps Forward: Implications 

Anime has been a consuming genre for many years
3 

for many people. New 

people enter the community daily, and the people entering are not all children. Adults of 

various educational backgrounds are stumbling on the alluring nature of these animated 

masterpieces and willingly investing in a passion shared by many. Sadly, however, many 

people just do not understand the allure of the genre and are quick to judge the 

community members as childish, immature, emo4, or worse. 

3 Astra Boy made landfall in the 1960s . . 
4 A 

1 1 
· t· 1 People who are labeled emo are quite often depressed and involved 

cu tura term meaning emo 1011a . · f 
· · · I d · ·d nd other deviant acts that are meant to draw the attention o 
in acts such as cutting, s1mu ate su1c1 e, a 
society in an effort to make the person feel better. 
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That being the case, this study is intended to help intensify the focus on the genre 

and continue the exploration of its scholarly potential, which was first brought to light by 

Susan J. Napier and later by Patrick Drazen. New anime magazines such as 

Mechademia, published by the University of Minnesota Press, are helping to alleviate 

some of the pressures felt by those who wish to see anime injected into the academic 

curriculum; however, they are not doing the job quickly enough, and they are not making 

enough noise. Anime fan clubs are growing in high schools and colleges, but many 

times, the organizations lack funding or support from the educational system because 

they cannot understand how the genre works. Louder, more energetic voices are needed, 

and the best way to increase the noise in favor of this powerful genre is to increase the 

understanding of its power as a rhetorically strong genre through education and through 

works that force the idea to the forefront of scholarly discussion. 

Prom the creation of college classes to a better understanding of the genre to 

inclusion of panels at larger, more academically-endorsed conferences, such as MLA, 

there are many ways that the academic community should support and encourage the 

discussion of anime. While there are anime conventions that discuss the genre in a 

civilized, and respectable manner, many in society who do not understand anime would 

be more inclined to engage the genre if it were discussed in a scholarly environment that 

is accepted by a greater number of academic professionals. Moreover, there are many 

things that rhetoricians and other academics could learn about society, their field of 

' t d d h · ·t ·f they were to study the genre. The educational possibilities s u y, an t e1r commum y 1 

153 



are vast, ranging from understanding how to increase the effectiveness of various 

rhetorical situations via the narrative observer to an understanding of cross-cultural 

connections created by new media technologies. 

The analysis of voyeurism will continue to evolve to encompass its potential uses 

within other media and emerging technologies. Visual stimuli will always be an effective 

means for rhetorically ensnaring an audience for a variety of rhetorical purposes. A 

powerful tool that has a track record as a successful means of persuasion, the role of the 

observer draws the audience into the rhetorical act, giving them a sense of participation 

and involvement which can only be superceded by virtual reality technologies that 

combine both the highly successful and immersive visual perspective with kinetic 

inte raction. Since the medium of television, video game, computer narrative, and 

electronic I iterature are far from their ends, a better understanding of how voyeurism has 

been remediated to help these various media be successful is needed to truly understand 

the tool in its next life. 

Someone is Always Watching: Suggestions for the Future 

When considering the implications of completing this study, it became apparent 

that there is a wealth of potential for anime in the field of rhetoric. Since the work is to 

be considered introductory to future projects, I submit three observations made 

throughout this study. The observations are followed by a proposed follow-up study 

which 1 intend to begin within one year, and finally , I offer a syllabus segment for a class 

on visual rhetorics. 
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First, as I reflect on the work completed in the preceding pages, I feel that this 

analytical work has illustrated a true need to better understand the rhetorical tools and 

traditions of the past. McLuhan was correct when he theorized that new technologies 

remediate the successful tools and methodologies of past mediums. Bolter and Grusin 

provided a worthy methodology for discovering such tools, and they presented an 

invitation for future scholars to embrace remediation by leaving ample areas through 

which scholars might identify and explore the repurposing of tools and techniques in 

other genres. Their purpose was to cause people to identify the tools that were being 

used and identify the origins of those tools. 

As a rhetorician , I offer a fmiher purpose in analyzing remediated technologies. 

believe that if those of us who call ourselves rhetoricians are to truly understand the 

avai I able means of persuasion and their impact on society, we must fully understand the 

tools and techniques of the past. Initially, my intent was to analyze the effects of the 

rhetorical voyeur and audience inclusive voyeurism in Japanese anime; however, my 

research suggests that there are far more remediated tools and techniques hiding right 

before our eyes. To understand the power of rhetoric, to truly know and understand 

persuasion in all its forms , we must develop lenses that are far broader than the classical 

ones embraced for centuries. Rhetorical studies, in and of themselves, must be 

remediated. 

Second, while there is a need to remediate the study of rhetoric in such a way that 

remediated tools and techniques will be analyzed in a timelier and more complete 
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manner, I feel the greatest contribution that I can make to support this change is to 

continue the work I began. While Dragon Ball Z is an immensely popular anime series, 

there are many additional works within the anime genre, and each work contains different 

rhetorical remediations that are in need of analysis and discovery. Whether it is an 

exploration of the technological rhetorics of the mobile suit genre, namely the popular 

and highly successful Robotech and Gundam series, or an exploration of gender identity 

rhetorics in the two anime, Dual and Princess Princess, or even a continued look at the 

warrior rhetorics in the Dragon Ball series or another work, such as Yu Yu Hakusho, there 

is a veritable multitude of rhetorical tools and techniques remediated from the past for the 

purpose of creating these animated works of the present. Establishing a greater 

understanding of the rhetorics of multiple anime will yield even greater insights into why 

the medium is as popular and rhetorically alluring as it is. This project is sufficient as an 

introduction· however there is still much work to be done. 
' ' 

Third, I suggest that there is a need to take a page from Aristotle when continuing 

the research begun within these pages. Aristotle wisely argued in Rhetoric that those 

individuals interested in successfully executing the art of rhetoric should methodically 

study their audience and manipulate the rhetorical act to incorporate aspects of the 

audience ' s ethos, logos, and pathos. To truly understand the justification for remediating 

the rhetorical tools and techniques of the past and how the remediations have influenced 

tl · t d · f the genre there is a need to better understand the anime fan 1e persuasive en enc1es o , 
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in general. Through a study of the audience, one may even identify rhetorical tools and 

techniques that would have been overlooked by non-fanatics. 

Susan J. Napier says, "Like all fan groups, anime fandom fom1s what media 

scholar Henry Jenkins calls 'a cultural community,' one which shares a common mode of 

reception, a common set of critical categories and practices, a tradition of aesthetic 

production and a set of social norms and expectations" (Anime from Akira to Princess 

Mononoke 244 ). From young children to senior citizens, the anime fan group Napier 

identifies is not merely composed of individuals who talk online or over coffee about 

anime, though there are plenty who do. The groups are composed of individuals who 

seek opportunities to suspend disbelief for a moment and embrace the worlds of fantasy 

created for the purpose of entertainment. Regardless of age, race, religion, or creed, 

anime fans of limitless classifications embrace their genre, and they typically enjoy the 

opportunity to share the enjoyment with others. 

To that end, anime fan groups, cities, businesses, and production companies hold 

conventions across the country where multitudes of fans can be seen dressing as their 

favorite anime characters, going so far as to even mimic the characters' mannerisms, 

behaviors, and social positions. The people literally become their favorite characters for 

an evening, a weekend, or longer with similar individuals who have been equally 

mesmerized by the medium. The rewards for sponsoring these conventions are visible 

through the financial gains generated by the cities, vendors, and venues responsible for 

hosting the conventions. According to a Georgia State University report on tourism and 
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hospitality in 2007, the annual Dragon*Con (a four-day anime convention) brought in 

over $21 million in direct economic funding to the Atlanta area. From food to hotels 
' 

games to costumes, toys to DVD's, anime fans spend a very large amount of money and 

time obsessing over the genre, largely due to its ability to offer a world of rhetorical 

immersion that is vastly different from almost any other medium. The only major 

foreseeable problem is that, while the genre is within one of its greatest moments of 

popularity, the rhetorical tools being remediated to generate the immersive qualities are 

not being analyzed by rhetoricians. There is a void that my research has sought to 

identify and begin exploring; however, to truly understand the genre and its rhetorical 

potential. there is much work to complete. 

I intend to create and begin work on a five-year ethnographical study of the anime 

culture. There are three areas already highlighted by this study that are in need of change 

within the realm of rhetorical study. This ethnographic study will seek to analyze the 

nature of the anime discourse community within the United States in an effort to 

construct a qua! itative analysis of the anime genre and its rhetorical qualities while 

he! ping to identify and introduce remediated rhetorics to the current discussions of visual 

and cultural persuasion. 

By targeting the three major US conventions: A-kon (the oldest anime 

convention, located in Dallas, Texas), Dragon*Con (Atlanta, Georgia), and Comic-Con 

(s D
. c 1·t· · ) I · t d to complete an extensive series of anime surveys that an 1ego, a 1 orrna , m en 

· 11 I .e, 1 of persuasion in anime within the various animated 
w1 map t 1e success1 u areas 
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properties and study the evolution of these works and tools through a period of five years. 

The questions will collect data on preferred works, reasons for watching the anime, and 

the reasons for participating in the anime culture, as identified by Napier (see Table 4). 

Through an analysis of the data collected, the rhetorical attributes of the anime genre, as 

identified by its audience, may be studied in an effort to accurately pinpoint other 

remediated rhetorical technologies, as well as any new tools created by the genre. 

Fu1ihem1ore, an analysis of the culture will serve to help establish a discourse through 

which the academic contributions of the works may be explored. Thus, the study will 

seek to fu1iher the academic community 's knowledge of the anime fan population, 

identify other rhetorical qualities of the genre, and incorporate these tools and techniques 

into the study of cultural and visual rhetorics. 

Table 4: Introductory Ethnographic Questionnaire (Sample) 

1. 

2. 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10. 

How old are you? 

When did you first come to like anime? 

Do you watch anime? 

How many hours per day do you devote to watching anime? 

How many hours per week do you devote to watching anime? 

What are your favorite anime genres? 

From these genres, name your favorite anime under each category? 

. . ? 
What is your reason for choosmg these amme · 

Why do you watch anime? 

h · more than you watch live-action television shows? Do you watc amme 
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Table 4 ( continued): Introductory Ethnographic Questionnaire (Sample) 

11. What is the most alluring quality of anime? 

12. What is the least alluring quality of anime? 

13. Have you spent any money on anime products? 

14. What types of products? 

15. Were they for you or for someone else? If someone else, who? 

16. Why are you at this convention? 

17. What are your thoughts on cosplay5? 

18. If you were given the chance to take a class on anime, would you do it? 

19. Do you ever feel that you are given secret information within the anime that is 
only able to be seen by truly watching the anime? 

The final suggested step for progress is the development of an academic study of 

anime (see Table 5). Regardless of how much time is devoted to anime, I feel that there 

is a true need to finally study the rhetorical attributes of Japanese anime in a university 

setting. Since incorporating anime into the rhetorical curriculum as a course unto itself is 

only suitable within certain academic programs, I have designed an instructional unit that 

may be used to either frame a portion of a course or an entire course. 

The unit is divided into three primary themes. The course will first focus on 

elements of the Bushido within Japanese anime. As Chapter III demonstrated, there is 

evidence to support the claim that several anime are influenced by the codes of the 

medieval Japanese warrior. Through the characters ' actions, words, and deeds (whether 

5 Previously identified as an event where anime fans dress as their favorite characters and pretend to be the 

characters for a period of time. 
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visible to everyone or just the voyeur), one can see how the morals of the past are 

remediated to provide guidance and morality to the characters of the present. Second, the 

course will focus on mecha anime, anime which focuses on humans piloting robots in 

future, technologically advanced ages. The students will study and consider the evolution 

of the warrior ethos in futuristic realities. Moreover, students will consider the additional 

rhetorics that help create the immersive attributes of mecha anime. Third, students will 

focus on the anime that offer alternatives to typical gender assignment. By defying many 

current societal ethos, these anime use tools of the past to help create a rhetorically 

pleasing work that circumvents a world of prejudices against gender-altering individuals. 

Students will identify and study the tools that are utilized within the anime works in an 

effort to understand how rhetoric may utilize logic and passion to override societal ethos 

within select segments of the population. 

It is my be! ief that through this course section, students will be able to not only 

identify and study the remediated technologies used in anime; rather, I hope that students 

will be capable of identifying how remediation has evolved the discipline of rhetoric in 

other mediums. Through continued study and an investment in the genre at the collegiate 

level, the available lenses for analyzing rhetoric will be expanded to include long

forgotten methods of persuasion and immersion. 
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Table 5: Course Structure for a Class on Japanese Anime 

Unit Description: 

Remediation, the act of repurposing a successful tool from an older medium or 
technology, is utilized frequently within Japanese anime and other rhetorical 
works to help increase the survivability and success of the new work through the 
success of the old. By identifying the tools and techniques and studying them, 
rhetoricians are able to better understand how the rhetorical act might best be 
evolved to truly utilize the available means of persuasion from the past and the 
present. 

Course Texts: 

Bolter, Jay David and 
Media. Cambri~g~: ,M : 

Napier, Susafi J;<1,~t' ' 
2001. 

Phelan, JameS •• /NJlii,~ 
Columbus: Ohio State,IP 
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Table 5( continued): Course Structure for a Class on Japanese Anime 

Educational Outcomes: 

I. 

II. 

III. 

Students will learn to analyze Japanese anime from a rhetorical literary 
and cultural perspective in an effort to understand the rhetoric~l ' 
community and the tools that are responsible for the level of immediacy 
created by the genre. 

Students will learn to define remediation and identify examples of 
repurposing within the anime genre. 

Students will apply the identified remediated technologies to a variety of 
anime works in an effort to best understand how the tools are remediated 
and repurposed from work to work. 

Organizational Structure: 

The unit will be cQ01pris~d oO~fee distinct se.ctions: 

I. Bushido influenced, A:~inj.if CuU(lralEthos of Honor. 

III. Gender Con(y,~ec,l Apimii .: ~elf:DiSfovery 
;~ii ,' :- .. ' ..>:-;:; ' :· ' \ 

The primary focus of this course would be to further the discoveries made within this 

study in an effort to provide students with a greater understanding of the persuasive 

nature of this animated genre. By studying the three major genres of anime and their 

impact on society through rhetorical narrative theory, as presented in Phelan's text, 

students would be able to better appreciate the cultural value of the anime genre. 

Moreover, they would better understand the persuasive nature of the anime genre in an 

effort to eventually better understand the nature of other gemes that are currently 
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remediating anime. Moreover, they would be able to understand the ability of the genre 

to create a sense of realism. 

Until We Meet Again! 

As Roy Armes states: 

The cinema has a potential for realism because, though film projection is a 

process of illusion, relying on a defect of the eye (the inability to 

differentiate images which follow one another at a rate of sixteen or 

twenty-four frames a second), the camera itself does not cheat. The 

images it gives are those which record the successive stages of movement 

as they occurred in real life. (Armes l) 

Anime goes to great lengths to ensure that the images projected on the screen imitate real 

life, though admittedly humans firing energy bolts from their hands is a bit mystical. The 

simulation of the real is what largely causes the fan communities to embrace the medium 

to a degree that cosplay ( dressing and acting as a favorite anime character) has become 

not merely a chance to don a costume; rather, it has become an excuse to assume the role 

of the anime character, if only in spirit, for a period of time. It is a genre that, due in part 

to its successful remediation of various rhetorical tools and techniques, has maintained an 

ever increas ing popularity since the early 1960s when Astra Boy first made landfall in the 

United States. Moreover, as immediacy in the cinema continues its evolution to three 

dimensional images and virtual reality, it is reasonable to assume that the genre will 
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continue its run of success by remediating it current rhetorical tools to fit the new 

frontier. 

As a parting thought, teachers and scholars who are considering the inclusion of 

anime in their own works and courses, please remember Susan J. Napier's argument: 

Anime fans are a proud and sometimes prickly group, intense about their 

own enthusiasm but wary of being misunderstood by others ... The most 

important difference [as opposed to other fan communities] is the simple 

fact that anime is not a Western product. While it is arguable how 

important anime' s 'Japanese-ness' is, the significance of not being 

typically American cannot be underestimated. Clearly one major (if not 

the major) attraction of anime is that it is 'different.' (Animefrom Akira to 

Princess Mononoke 245) 

While a bit forgiving to first-time anime viewers, anime fanatics are not only fans of their 

programs; the fans share an almost symbiotic relationship with the program. They feed, 

emotionally, mentally, and spiritually, off of the rhetorical events that are displayed in 

sharp colors on the television and cinema screen. As such, the fans are wary of scholars 

who promise to bring anime to academia because they fear the likelihood that they will 

be taught the professor's perspective on anime and will not be included in the academic 

discussion. Anime instruction will work best if academia includes the fans in the 

classroom discussion and accepts that, in some regard, the fans may know more than the 

scholar teaching the class. 
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More importantly, however, remember as Fred Patten writes in Watching Anime, 

Reading Manga: 25 Years of Essays and Reviews, it is the differences of theme and 

purpose in anime that make the genre so successful, immersive, and rhetorically 

successful. 

The public is learning that Japanese animation designed for young 

children such as the Sailor Moon TV series since 1995, the Pokemon 

(Pocket Monsters) home videos since 1998, plus the Disney releases of 

Hayao Miyazaki's features since 1998, are anime whether or not they are 

shelved in the Anime sections of video stores ... Anime has successfully 

crossed the line from a small cult interest in an aspect of foreign cinema to 

an established facet of American popular culture. (Patten 65) 

Fig. 23 _ "Until We Meet Again," Screen Capture from Akira Toriyama's Dragon Ball Z. 
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As Napier and Patten write in the aforementioned quotations, while it is fine to establish a 

lens to begin an analysis of anime, while it is fine to teach a course over the genre and its 

incorporation of remediation, and while it is justifiable to create a dissertation that serves 

to highlight the importance of anime to the rhetorical debate, never forget that anime is 

meant to be enjoyed as it is without prejudice, presumptions, or far-stretched dissections. 

Anime is a passion, a pleasure, and a joy for millions of individuals across the planet 

which deserves respect from all who seek to pull back the curtain and discover the secrets 

of its wonder. 

This study has endeavored to maintain a high-level of respect for anime and its 

fans. As this introduction to the remediation of rhetorics in Japanese anime reaches its 

destined conclusion, for much like Dragon Ball Z (see figure 23), all things must come to 

an end, I leave these words for contemplation. Anime is a powerful genre that is 

invaluable to rhetorical scholarship; value it, treasure it, and treat it with respect because 

the fans will be closely, intently, watching like the voyeurs that they are! 
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